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Dr. Maruti Nandan Prasad Tiwari has been rendering very important service 
to the art-historian community by his researches and publications, He has specialized 
in the study of Jaina Iconography which presents @ complex problem, being a product 
of centuries of evolutionary thought and its artistic representations. Dr. Tiwari’s 
dévotion and dedication to this field of study has paid dividends and he has been 
able to'find a number of unique images which throw new light on this important 
subject. Moreover, he has been able to successfully identify certain images for exam- 
ple the figure of Mallinatha in the State Museum, Lucknow and an image of 
Manovega Yaksi which were unnoticed so far. A host of images also discovered and) 
discussed by Dr. Tiwari in this book, do not correspond to the canonic’ prescrip- 
tions. They should not be treated as freaks but that they represent such streams 
of Jaina traditions which are now lost to us...for no image was produced without its 
sectarian background. | 

The present book-Elements of Jaina Iconography-devotes itself mainly, to the 
iconographies of the Tirthankaras, Yaksis, Mahavidyas and other related Jaina 
deities. Other panels like the Rama panel from Khajuraho, are also treated to 
complete the picture. Thus, with the textual support as the basis for discussion, the 
author has presented a fuller picture of Jaina sculptural art and its iconography. 


The present work is based ona detailed and comperehensive study of certain 
important centres of Jaina Art in north India, like Khajuraho, Deogarh, Osiafi, 
Kumbharia, Khandagiri (Orissa) etc. and‘a similar study of the south Indian sites 
as acomplementary volume will be very welcome. This book is based on a string 
of papers, already published by the author from time to time. Now they are 
presented in book-form which would help the reader in following this topic as a 
connected reading material. Jaina iconography is further complicated by its Svetam- 
bara and Digambara divisions : Dr. Tiwari has aptly classified these variations in 
tabular forms which would be helpful in understanding these distinctions. Adequate 
plates have also been provided to illustrate the points. Some of the highlights of 
this book are : detailed discussions on ‘‘borrowings” from the Brahmanical iconogr- 
aphy alongwith their symbolic import, the premier in-depth study of Bharata 
Chakravarti, Bahubali, Ganesa, Doi-tirthika, Tri-tirthika and Jaina Chaumukhi 
(Sarvatobhadra) figures etc. 

I am confident that this book will be helpful to the students and scholars 
alike, working in the field of Indian Iconography for which the author deserves our 
hearty thanks. 


Prof. Dr. Anand Krishna 
Head, 

Deptt. of History of Art, 

Banaras Hindu University, 


ABOUT BOOK 
fam very glad to go through the book entitled Elements of Jaina Iconography 
by Dr. Maruti Nandan Prasad Tiwari. In the present work the learned writer, who 
has-specialized in the field of Jaina art, has discussed in detail the origin. and 
development of iconography of the Jaina pantheon, He has particularly, given 
critical details of the relevant material discovered at Osiafi, Kumbharia, Khajuraho, 
Deogarh and a few other ancient sites. The descriptions of the Tirthankaras, Yaksas 
and Yaksis, Mahavidyas, Bahubals, Bharata Chakravarti,, Ganesa, Sarasvati and 
some minor deities are supported by the literary and archaeological source material. 


_ The book is the first of its kind giving a critical treatment of the subject. 
Some of the icons discussed in the present work have not been dealt with by the 
previous writers. | es 


- a have no doubt that the work will fulfil a long felt want. The illustrations, 
iconographic tables and the  bibliographyijadd to the, utility of the present 
publication. = a 
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As in several other fields, Jainism hasalso contributed to'the iconographic 
aspect of Indian sacred images. But,:somehow, the study of Jaina iconography has 
been less attended to notwithstanding the pioneering works of scholars like T. N. 
‘Ramachandran, B. C. Bhattacharya, and the current extensive and intensive work 
- by U. P. Shah as well as Klaus Briihn. The study of Jaina iconography so far done 
was mostly based on literature. However, U.P. Shah: modified the situation by 
“introducing substantial archaeological material. But, even in his profound studies, 
the iconic data of different gene sites have not been So ae in. their 
~ fulness. esi 


In the present work, an attempt has been made to give a detailed ret critical 
“assessment of the origin and development of Jaina iconography in Northern India 
from the earliest time to the 12th century A. D. with comparative notes. onthe 
‘parallel South Indian material wherever exigency demanded. The work is based 
mainly on the detailed and comprehensive study of the iconic data of some.of the 
Jaina sites of North India which in past\bad witnessed prolific Jaina activities, such 
as Deogarh, Mathura, Khajuraho, Osizi, Kumbhaiia, Mt. Abt, Khandagiri ctc. 
The material presented in the book en_ the ebncmnts of Bahubalt, Bharata 
Cakravarti, Ganega, Sarasvatt, Rama, Mahavidyas, Jaina caumukhi, Siddhayika, 
Padmavati and a few other yaksis is Of special importance inasmuch as it is for the 
first time published here. The iconographic tables and the detailed bibliography 
have also been added. The treatment of the subject. has always been historical and 
the sculptural data have been compared with the relevant textual prescriptions for 
showing the development of particular iconic form. 


I must record, at this juncture my gratitude to those who assisted me in one 
or the other way in preparing this book. My heartfelt thanks are due to my revere 
teacher Dr. L. K. Tripathi, Reader, Department of Ancient Indian History, Culture 
and Archaeology, Banaras Hindu University. Due largely to his sympathies and 
encouragement, not in the least the technical guidance, I could undertake studies 
on Jaina iconography. I am likewise grateful to Prof. ( Dr. ) Anand Krishna, Head, 
Department of History of Art, Banaras Hindu University, for writing the foreword 
to this book. He has always been taking keen interest in my work and occasionally 
gave valuable suggestions. 

I am also indebted to Prof. (Dr.) K.D. Bajpai, former Tagore Professor & Head 
of the Department of Ancient Indian History, Culture & Archaeology, Sagar Univer- 
sity, Sagar, Dr. U. P. Shah, former Deputy Director,-Oriental Institute, Baroda, Dr. 
Sagar Mal Jain, Director, P. V. Jain Research Institute, Varanasi, Shri Krishna 








( W ) 


Deva, Consultant, An erican Institute cf Indian Studies, Varanasi, Shri M. A. 
Dhaky, Associate Director ( Research ), American Institute of Indian Studies, 
Varanasi, Dr. J. N. Tiwari, Reader, Department of Ancient Indian History, Culture 
& Archacology, Banaras Hindu University, and Dr. Balaram Srivastava, Reader, 
Department of History of Art, Banaras Hindu University, who have always been 
source of inspiration and guidance to me. I am also thankful to Dr. (Mrs.) Kamal 
Giri, Lecturer, Department of History of Art, Banaras Hindu University for her 
kind help in proof-reading and several sundry matters. I deeply appreciate ungrud- 
ging assistance extended to mé by the American Institute of Indian Studies, Varanasi, 
also the editor, the Jain Journal, Calcutta, P. V. Jain Research Institute, and Bharat 
Kala Bhavan; Varanasi, for supplying photographs and blocks. To Shri Digvijay 
Singh, proprietor M/S Indological Book House, Lanka, Varanasi also are my special 
thanks, for publishing this book. The printers are likewise to be thanked for. their 
cooperation, 

a! Although I have made some effort to cast fresh light on the study of Jaina 
- iconography, I am aware of my personal limitations reflected in the shortcomings of 
ithe production < I crave the indulgence of..readers and reviewers for their kind 
> $u ggestions. Cn eee 
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I 
INTRODUCTION 


Jainism has been one of the three principal religions of ancient India. While 
much work has been done on Jainism but Jaina art and iconography have remained 
largely ignored notwithstanding the pioneering works of such scholars as T.N. Rama- 
chandran, B. C. Bhattacharya and U. P. Shah!. Inthe following pages an attempt 
has been made to trace and evaluate the growth of Jaina iconography in northern 
India from the earliest times to the 12th century A. D. and, where necessary, compa- 
rison has also been made with examples from south India. 2 

The political and economic conditions always influence the development of 
religion and art. As regards Jainism, it received patronage and support from the 
rulers of north as well as south India.* However, in comparison to south India, the 
number of rulers embracing Jainism is small in north India*, and yet Jainism remained 
a popular religion throughout amongst almost all the ruling dynasties and the masses, 
specially the business class. There are inscriptional evidences from Kankali Tula, 
Mathura,Osia, Khajuraho, Jalore and several other places which frequently refer to 
the fresthin, sarthavatha, gandhika, suvarnakara, vardhakin, lauhakarmaka, navika, 
nartaka, vesjas and different gosthis of traders making significant contributions 
towards Jainism.® | 

The contribution of north India’in the development of Jaina iconography is of 
much more significance than has been brought out. According to the Jaina tradition, 
all the twenty-four Jinas of the present avasarpini age were born in this region and 
it was here that they spent their active life. Perhaps this was the reason that all the 
early Jaina texts were written in north India and the Jinas and other Jaina 
deities gained sculptural representations in the region. The earliest Jaina images 
with their characteristic iconographic features such as the falling hair-locks of 
Rsabhanatha, seven-hooded snake canopy of Parivanatha, the srivatsa, the usnisa, the 
astapratiharyas, the cognizances and the Yaksa-Yaksi pairs with the Jinas etc., appeared 
first in the region. However, the usnisa is generally absent in the Jina images of south 
India and the érivatsa is carved on the right side of the chest instead of being in the 
centre.° The figures of the Jaina Mahavidy4s, twenty-four Yaksis, Jivantasvami 
Mahavira, Jaina tutelary couples, and few others are conspicuous by their absence 

in south India. 

While Pirfvanatha and Mahavira were the most favoured Jinas in south India, 
Rsabhanatha and Par/vanatha were the most favoured ones in the north. Among the 
Yaksis, Cakresvart, Ambika and Padmavati were accorded the most favoured position 
in the north, while in the south the popularity of Cakre‘vari was replaced by that of 
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Jvalamalini. The north India has yielded the remains of both the Svetambara and the 
Digambara sects whereas the remains from south belong only to the Digambara 
sect,’ 

The Indus-Valley civilization is the earliest civilization of India. The figures 
on some of the seals from Mohen-jo-daro and also a male torso from Harappa 
remind of the Jina images on account of their nudity and posture, identical with 
kayotsa’ga-mudra.” But nothing can be said with certainty until the Indus-Valley 
script is deciphered finally. | 

Apart from the evidence referred to above where authenticity is still a matter of 
doubt, we do not have any literary or archaeological evidence regarding any Jina 
image prior to Mahavira. Mahavira is never said to have visited any Jina temple or 
worshipped any Jina image.® In this connection it would be relevant to make reference 
to the Jivantasvami Mahavira image which is said to have been carved in the 
life-time of Mahavira ( 6th cent. B. C. ), hence called Jivantasvami or Jivitasvami. 
According to the tradition, a sandal-wood image of Mahavira was carved during his 
- tapas in palace, about a year prior to his renunciation asa prince, wearing mukuta 
and other royal ornaments. U. P. Shah, the first to bring the: Jivantasvami image to 
the notice of scholars,® has accepted the-literary tradition and conceded that Jivanta- 
svami image was carved in the life-time of Mahavira. He has tried to reinforce his 
view by referring to the two Jivantasvami images of the Gupta period discovered 
from Akota in Gujarat.2° These images exhibit Jivantasvami in the kajotsar ga-mudra 
and wearing usual dress and ornaments, and one of the images bears the word 
‘Jivantasamy’ in the pedestal inscription. 

The Jaina Agamas and the Kalpasaira do not refer to the Jivantasvami image. 
The earliest references to these images are found in the later commentaries of the 
Azamas (c. 6th cent. A.D. onwards), which mention the existence of the Jivantasvami 
images at Kosala, Ujjain, Dafapur, Vidifa, Puri and Vitabhayapatiana.** The 
Trisastifalakapurusacaritra (1169-72 A.D.) of Hemacandra, dealing with the 
story and the iconographic features? ? of the Jivantasvami images at length ( Parva 
10, Sarga 11 ), mentions that Kumarapala Chaulukya caused the excavations at Vita- 
bhayapattana and unearthed the Jivantasvami image. According to Hemacandra, the 
first and the original image prepared by god Vidyunmali was installed at Vidisa. It is 
also interesting to note that there is no mention of Jivantasvami image in the Digam- 
bara works and naturally therefore no Digambara Jivantasvami image is found any- 
where. Probably this absence was due to the representation of Jivantasvami with 
dress and ornaments. 

‘However, since we have no literary or archaeological reference to the 
Jivantasvamt image prior to the fifth-sixth century A. D., we cannot accept the 
contemporaneity of the tradition of Jivantasvami image with Mahavira. ne 

‘The earliest known Jina image, preserved in the Patna Museum, comes from 
Lohanipur (Patna, Bihar) and is datable to c. third century B. C.1% The nudity and— 
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the kayotsarca-mudra, suggesting rigorous austerity, of the image were soatmes only 
to the Jinas. Another Jina image from Lohanipur is assignable to the Suiiga period 
or a slightly later. A terracotta Jina figure of c. third century B.C. is also reported 
from Ayodhya.24 The reference tothe Kalinga Jina image in the Hathigumpha 
inscription of Kharavela (c. Ist cent. B.C.) is of special interest in this connection.The 
inscription mentions that the Kalinga-Jina, once taken away by the Nandaraja from 
Kalinga, was brought back by Kharavela.1> Therefore, on the strength of the Hatht- 
gumpha inscription, Lohanipur and Ayodhya Jina figures, the antiquity of the Jina 
image may be pushed back at least to c. third century B. C. 

The two early bronze images of Parsvanatha of c. second-first century 
B.C. are in the collections of the Prince of Wales Museum, Bombay and Patna 
Museum.!* These figures, provided respectively with the five and seven-hooded 
snake canopy, are rendered as sky-clad and standing in the kayotsarga-mudra. 

Mathura was a stronghold of Jainism from the second-first century B. C. to 
about the 11th century A. D. The Jaina sculptures from Mathura are of special 
iconographic significance, because they exhibit different stages in the development 
of Jaina iconography. These include the Ayagapatas (tablets of homage), independent 
Jina images, Pratima-sarvatobhadrika, Sarasvati, Naigamesi, narrative scenes form 
the lives of the Jina Rsabhanatha and Mahavira’? and Yaksa-Yaksi figures.1® 
Of all these remains, the Ayagapatas of second-first century B. C. merit 
special attention. These represent the transitional phase of Jaina iconography in 
which the worship of symbols together with the Jinas in human forms was in vogue. 
One snch example of c. first century B. C., bearing the figure of Parsvanatha in ee 
centre, i$ in the collection of State Nessa Lucknow (J 253), Smit 


The rendering of the Jina in the dhyana-mudra (seated cross-legged) and 
the representation of the srivatsa in the centre of the chest appear for the first 
time in the § unga-Kusana sculptures of Mathura. 





The Gupta period was a milestone in the development of Jaina oe ah 
and some of the most significant iconographic features were introduced during the 
period, as for example, the distinguishing cognizances (lajchhana) and the Y aksa- 
Yaksi figures. The Gupta Jaina sculptures are reported from several sites, like 
Mathura, Rajgir, VidiSa, Varanasi, Chausa and Akota. In this period, the i images 
of Rsabhanatha, Candraprabha, Puspadanta, Neminatha, Pargvanatha and 
Mahavira were carved. The first Svetambara Jaina image, known from Akola, was 
also carved in the Gupta pariod.*° 


The history of Jainism continued uninterrupted in the post-Gupta period i in 
North India, but the Jaina literature and art thrived most vigorously during the 
10th andthe 12th century A.D. The period saw the building of a very large 
number of Jaina temples with exquisite sculptural carvings. Gujarat and Rajasthan 

ngholds of the $yetambara sect while the vestiges yielded by other 
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regions are affiliated mainly to the Digambara sect. The tradition of carving twenty- 
four devakulikas with the figures of the twenty-four Jinas therein was popular 
mainly at the éyvetambara sites. The Digambara Jina images show much more 
variety in iconographic details than Svetambara, where the figures of Navagrahas, 
Bahubalt, Balarama and Krsoa with Neminatha, Yaksa-Yaksi pair, and few 
other goddesses, like Laksmi and Sarasvatt, in the parikara are carved. At the 
$vetambara sites the mention of the names of the Jinas in the pedestal inscription 
was preferred to providing them with their respective cognizances, as is usually 
found in Digambara Jina images. The rendering of the narratives from the lives of 
the Jinas was popular only with the Svetambaras. 

At the Svetambara Jaina sites the sixteen Mahavidyas were accorded the most 
favoured position after the Jinas, while at the Digambara sites Yaksa-Yaksi pairs 
occupied that position. Of the sixteen Mahavidyas, Rohini, Vajrankusa, Vajrasri- 
khala, Apraticakra, Acchupta and Vairotya were the most popular ones. The 
representation of Santidevi, Brahmafanti Yaksa, Jivantasvami Mahavira, Ganesa, the 
parents of the 24 Jinas, and some goddesses, who were not known in Jaina tradition, 
was confined mainly to the $vetambara sites. Two of such goddesses explicitly 
bear the influence of Brahmanic Siva and. Jaina Sarvanubhiti or Kubera. The figures 
of Sarasvati, Asta-dikpalas, Navagrahasand Ksetrapala were popular in both the 
sects. The figures of Rohint, Manovega, Gaurt and Gandhart Yaksis, Garuda 
Yaksa, Jaina tutelary couples and Rama and Sita occur only at the Digambara 
‘sites. There are alsosome images from the Digambara sites, Deogarh and Khajuraho, 
which were not known in the tradition. The rendering of duiéirthi and iritirthi 
Jina images and the representation of Sarasvatt and Bahubali in the trztirthi Jina 
images, and Yaksa-Yaksi pairs with Bahubali and Ambika are some such examples. 
| The figures of male deities in these sculptures are meagre in number compared 
“to the female ones, which probably owes to the Tantric influence. The ParSvanatha 
Jaina temple ( 950-70 A. D. ) at Khajuraho contains all along its facade the divine 
figures with their {aktis in alingana-pose, which include Siva, Vi:nu, Brahma, Rama, 
Balarama, Agni and Kubera. Such figures are against the accepted norms of Jaina 
tradition and were actually carved under the influence of Brahmaaical temples at the 
, divine figures, excepting Ambika anda few Jinas, are somehow or 
the other related with the Brahmanical pantheon. . 
es On the north and south sikhara of the Parsvanatha temple, there are two 
sculptures showi ag amorous couples.12a The instances of erotic figures, datable 
between 10th and 12th century A. D., are also known from Deogarh ( Doorway, 
eens ), Santinatha temple at Narlai (Pali, Rajasthan ),2° Ajitanatha temple 
at Taraiiga (Mehsana, Gujarat) and Neminatha temple at Kumbharia (Banaskantha, 


if.t | f 






NESE 





, Gujarat). The presence of erotic figures at Jaina sites is gross violation of the Jaina 





7 a which does not conceive of any Jaina god along with his Sakti in alingana- 
pose. - : + * 





‘his was due to the” Tantric influence in Jainism during the early mediaeval 
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times (c. 7th to 10th century A. D.). The Jaina Harivaméa Purana (783 A. D.) makes 
the point more clear by referring to the construction of a Jina temple by a $resthi 
Kamadatta, who, for the general attraction of the people also, caused the installation 
of the figures of Kamadeva and Rati in the temple.21 It also alludes to the 
worship of Rati and Kamadeva along with the Jina images.#* It may also be noted 
here that the Tantric influence was accepted in Jainism with certain restraints. Overt 
eroticism was never so pronounced in Jaina literature and sculptural manifestations 
as was the case with Brahmanica! and Buddhist religions, which is evident from 
the examples carved on the temples at Modhera, Khajuraho, Kogark, Bhubanesvara, 
and many other places. The erotic figures from Jaina temples as compared to 
Brahmanical ones are neither so large in number nor so obscene in manifestations. 


The Jaina pantheon was evolved by the end of the fifth century A. D. At this 
stage it mainly consisted of the twenty-four Jinas, Yaksas and TY aksis, Vidyadevis, 
Sarasvati, Laksmz, Balarama, Krsna, Rama Naigamesi, Bahubalz and other 
falakapurusas. 28 Ji may be noted here that only the names and some of the general 
features of the deities were finalized by this time, while their detailed iconographic 
features were finalized between eighth and 13th century A. D. The development of 
Jaina pantheon was more or less identicalin both the sects®4 and the differences are 
noticed mainly in regard to their names and, at times, their iconographic features. 


Jinas or Tirthankaras : 

The Jinas or Tirthankaras, called devidhideoa by Hemacandra, are the objects — 
of highest veneration among both the sects of the Jainas. The list of the twenty-four 
Jinas was finalized sometime before the beginning of the Christian era. The earliest 
list occurs in the Samavayanea Sitra, Bhagavati Satra, Kalpasitra and Paumacariyam.25 
The concrete representation of the Jinas started in c. third century B.C. The Kalpasitira 
describes at length only the lives of Rsabhanatha, Neminatha, Parsvanatha and 
Mahavira who were the most popular among all the Jinas both in literature and art at 
all the times. As a natural corollary, the Yaksa-Yaksi pairs of these Jinas also enjoyed 
a very favoured position. Ajitanatha, Sambhavanatha, Suparsvanatha, Candraprabha, 
Santinatha and Munisuvrata happened to be the next favoured Jinas. The eee: of 
the remaining Jinas are, however, very few in number. 

Of all the Jinas, the iconographic feature of Pargvanatha was finalisec first. The 
seven-headed snake canopy was associated with ParSvanatha in c. first century B. C. 
Thereafter in c. first century A. D. Rsabhanatha was endowed with falling hair-locks, 
as is evident from the sculptures procured from Mathura and Chausa. Balarama and 
Krsna joined Neminatha as his cousins in the Kusapa period, as is borne out by the 
Neminatha sculptures yielded by Kankali Tila, Mathura. During the Kusaga period, 
the images of Sambhavanatha, Munisuvrata and Mahavira were also carved but they 
are identified on the basis of the pedestal inscriptions, bearing their respective names. 
Of the astapratiha ‘yas, only seven were finalized at Mathura by the ‘end of ‘Kuyaoa | 
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period; they are simhasana (lion-throne ), prabhamaniala( nimbus ), camaradhara 
attendant, hovering maladhara (sura-puspavrsti), chatra, (parasol), caviya-tree and 
divyadhvani ( divine music ). 

The rendering of the distinguishing emblems, Yaksa-Yaksi pairs and the asia- 
pratiharyas*® with the Jinas which marks a significant development in Jina iconography, 
appears first in the Gupta period. The Neminatha and Mahavira images respectively 
from Rajgir ( Vaibhara hill, Bihar ) and Varanasi ( now in the Bharat Kala Bhavan, 
Varanasi—Acc, No. 161) are the earliest instances showing the distinguishing 
emblems.27The Rsabhanatha image from Akoia is the earliest J ina image with Yaksa- 
Yaksi figures.2® The representation of tiny Jina figures at throne-ends and in the 
parikara also started in the Gupta period. The Brhatsamhita of Varahamihira is the 
earliest text which mentions the iconographic features of the Jina images.?® 

The list of the distinguishing cognizances of the twenty-four Jinas was finalized 
in c. eighth-ninth century A. D., the earliest references to which are found in the 
kK ahavali, Pravacanasaroddhara (381-82) and the Tiloyapannatti (4.604-05). As for the 
cognizances of the Jinas,the Svetambara and the Digambara traditions are in agreement 
with each other with a few exceptions, as in those of Suparsvanatha, Sitalanatha, 
Anantanatha and Aranatha. The rendering of the szastika and snake emblems 
respectively with SuparSvanatha and Parsvanatha was rather a rare phenomenon in 
sculptures. However, the need to show the cognizances was not felt, probably due 
to the representation of five and seven-headed snake canopy with them. 

The Jina images reached the final stage of iconographic development in c. ninth- 
tenth century A. D. The fully developed Jina images invariably contain distinguishing 
emblems, Yaksa-Yaksi pairs, astapratiharyas, dharmacakra with worshippers, diminutive 
Jina figures and at times navagrahas, Vidyadevis, elephants lustrating the Jinas and 
some other figures. The rendering of Santidevi with lotuses, and deers in the centre of 
the throne, bull-faced figures and some other figures playing on flute and viga was 
confined only to the Svetambara Jina images.®° 

The carvings of the narrative scenes from the lives of the Jinas occur mainly at 
the Svetambara sites, namely Kumbharia, Mt. Abu (Vimala Vasahi and Lina Vasaht) 
and Osia. These instances, datable between 11th and 13th century A. D., deal chiefly 

with the pajica-kalyanakas ( five chief events in the life of a Jina-cyavana, janma, diksa, 

kevala-jnanaand nirvana):and some other important events in the lives of Rsabhanatha, 
Santinatha, Munisuvrata, Neminatha, Parfvanatha and Mahavira. Of all these, the 
scene of fight between Bharata and Bahubali, the story of the previous life of 
Santinatha in which he generously offered the flesh of his entire body to save the life 
ofa pigeon, thetrial of strength between Krsna and Neminatha and also the 
marriage of Neminatha and his consequent renunciation, the story of Afvavabodha and 
Sakuni kavi hara in the life of Munisuvrata and the previous births of Parfsvanatha and 
Mahavira along with the upasa-gas ( hindrances ) faced by them during the course of 
their meditation are of special iconographic interest. £ 
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The Jina images from Bihar, Orissa and Bengal do not show certain traditional 
features, such as Yaksa-Yaksi pairs, two lions, suggesting simhasana, dharmacakra, 
elephants, drum beating figures and sometimes Srivatsa also. The tiny figures of 
the 23 or 24 Jinas in the parikara of the Jina images from Bengal are usually endowed 
with distinguishing emblems. 


The dvitirthi and tritirtht Jina images were popular at the Digambara sites and 
a good number of such sculptures are found at Deogarh and Khajuraho. However, 
we do not find any reference to these images in the Jaina literature. These figures, 
datable between 9th-and-12th century A. D., show either two or three Jinas standing 
on separate simhasanas with their cognizances,Yaksa-Yaksi pairs and other usual praii- 
haryas. These suggest that all the Jinas were probably regarded as being of equal 
status and hence two or more Jinas are carved together with identical details,®+ 


The four-fold Jina image, known as Jina Caumukha or Pratima-S arvatobhadrika, 
is one of the earliest and most favourite manifestations of Jina images. The term 
Pratima-Sarvatobhadrika signifies that the image is auspicious on all the sides.?2 The 
carving of Jina Caumukhi, showing four Jina figures either seated or standing, started 
as early as in the first century A. D. and its earliest examples are procured from the 
Kankalz Tila, Mathura.These images remained popular in all the regions in subsequent 
centuries also. Scholars generally believe_that the conception of Jina Caumukhi was 
based on the early conception of Jina Samavasarana. and shows an advancement upon 
it.8* But this view is not acceptable for the following reasons. The Samavasarana is the 
congregation hall erected by the gods wherein every Jina delivers his first sermon after 
attaining Keva!la-Jnana.( omniscience ). It consists of three tiered circular walls topped 
by the figure of a seated Jina, facing east. The three images of the same Jina on the 
remaining sides were installed by the Vyantara gods to facilitate the worshippers to see 
their Master from all the sides. However, none of the early Jaina works refers to the 
installation of Jina images on the remaining three sides. Its first mention occurs only 
in the eighth-ninth century A. D. Moreover, in the Kusana sculptures four different 
Jinas, always standing, are carved on four sides, as against the original conception of 
Samavasarana showing a seated Jina on the top (east) along with his three images on 
the remaining sides. 

Under the circumstance, it would not be appropriate to conclude that the Jina 
GCaumukhi of the Kusiga period, showing four different Jinas on four sides, bears any 
influence of the conception of the Samavasarana. It is rather difficult to find any tradi- 
tional basis of the conception of the Jina Caumukhi from the Jaina works. On the 
other hand, we come across a number of such sculptures in contemporary and even 
early art which might have inspired the Jainas to carve Jina Caumukhi. It is not 
impossible that multi-faced Siva-linzas and Yaka figures had some bearing upon the 
conception of Jina Caumukhi.** The conception of Svastika®® and the Sarnath and 
Safichi lion-capitals is another possibie source of inspiration in this regard, 
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We may divide the Jina CGaumukhi images into two groups. The first group 
consists of ihe images in which the figures of the same Jina are carved on the four 
sides. In the second group, the figures refer to four different Jinas. The earliest Jina 
Caumukhi figures of the second group hail from Mathura and belongto Kusana 
period, whereas the figures of the first group were carved in seventh-cighth century 
A.D. The figures of the first group are comparatively meagre in number and generally 
do not show the cognizances of the Jinas. The Caumukhi figures of the second group 
in most of the cases show the cogaizances of only two,genera!ly those of Rsabhanatha 
and ParSvanatha, of the four Jinas. It is indeed surprising that even at a later stage 
when the cognizances of all the Jinas were evolved, the rendering of the cognizances 
remanied confined only to the figures of Rsabhanatha and Pargvanatha. - This 
might be explained as the continuation of the earlier tradition of the Kusana Jina 
Caumukhi from Mathura wherein only these two Jinas are identifiable on account of 
falling hair-locks and seven-headed snake canopy. In some instances from the Digam- 
bara sites, spread over in Uttar Pradesh, Bihar and Bengal, the cognizances of some 
other Jinas are also represented; they are Ajitanatha, Sambhavanatha, Suparsvanatha, 
Neminatha, Santinatha and Mahavira. One of such examples, datable to c. eighth 
century A. D , shows the standing figures of Rsabhanatha, Ajitanatha, Sambhava- 
natha and Abhinandana, the first four Jinas of the present avasarpini?, on the four 
sides. The Jinas are provided with their respective cognizances, namely, bull, elephant, 
horse and monkey. The figure,now preserved i in the Archaeological Museum, Nalanda, 
was originally procured from the- Vaibharagiri ( Rajgir, Bihar ). In some of the 
examples from Deogarh and Vimala Vasahi, we also find the sculptural representation 
of the 7 aksa-V aksi pairs.°° 
Yaksa-Yaksi : 

The carly Jaina works like Bhagavati Sitra, Tativartha Satra, Aniagadadasao and 
Paumacariyam make frequent references to the Yaksa worship. Of ail the Yaksas, 
Manibhadra and Parnabhadra Yaksas and Bahuputrika Yaksi appear to have been 
the favourite ones.It may be noted that the earliest Yaksa-Yaksi pair (Sarvanubhiti or 
Kubera and Ambika) associated with the Jina was evolved from the ancient concept 
of eee crs Yaksas.and Bahuputrika Yaksi.°* The Yaksa-Yaksi pair 
conceived as the Sasanadevata, makes its first appearance in artinc. sixth century 
A. D.. the earliest instances in which the pair is sometimes represented with the Jinas 
and sometimes separately, are known from Akota in Gujarat.*5 


The Jaina works from c. sixth to the ninth century A.D. mention only some of 
the iconographic features of Yaksaraja (Sarvanubhiiti) and Dharanendra Yaksas and 
Cakresvari, Ambika and Padmavati Yaksis. The list of the twenty-four 1%, aksa-Yaksi 
pairs was finalized in about eighth-ninth century A.D. as found in the Kahavali, 
| Tiloyapannatti (4.934-39) and Prasacanasaroddhara (375-78), while their independent 

raphic forms were standardized in c.11th-12th cent ury A.D. as mentioned in the 
inaka ik, RE oer cee Ere ae eeieam eraha, fhe semen 
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Pratisthitilakam, Actradinakara and a number of other texts. However, we find 
much difference between the Svetambara and the Digambara traditions as to the 
names and other iconographic features of the Yakgas and Yaksis. 


The names of Matanga, Yakseévara and Ifvara Yaksas and Naradatta, Manayt, 
Acyuta and some other Yaksis occur with more than one Jina in both the traditions. 
Bhrkuti has been invoked both as Yaksa and Yaksi. The names and the iconographic 
features of the majority of the Yaksas and Yaksis bear, the influence of the 
Brahmanical®® and Buddhist4? gods and goddesses. The Jainas seem to have adopted 
either the names or the distinct iconographic features, sometimes both, in such cases. 





The gods and goddesses borrowed from Brahmaya pantheon may be put into 
three groups. The first group consists of the Yaksa-Yaksi pairs made up of minor 
divinites who are not known to have been related with each other before their 
adoption in Jainism. The second group comprises the pairs who are related with each 

other, such as I4vara and Gauri, respectively the Yaksa and Yaksi of Sreya:n sanatha, 
who are none else but Sivaand his fakti. The third group includes Yaksa-Yaksi 
pairs, such as Gomukha and Cakrefvari, respectively the Yaksa and Yakgi of 
Rsabhanatha who represent two different well known sects. Gomukha and Cakresvari 
are Siva and Vaisgavi, the two principal deities of Saiva gnd Vaisnava sects. :o0 ” 





The earliest Yaksa-Yaksi pair carved in Jaina sculpture was Sarvanubhati and 
Ambika.42 Next come the figures of Dharayendra and Padmavatt, the Yakja-Yaksi 
pair of Parfvanatha. The other Yaksas and Yaksis were carved in c. 10th century 
onwards. In the sculptures from c. sixth to the ninth century A. D. Rsabhanatha, 
Santinatha, Neminatha, Parsvanatha, Mahavira and some other Jinas are 
accompanied by the single Yaksa-Yak$i pair, Sarvanubhati and Ambika. It was only 
in c. 10th century A.D. onwards that separate Yakga-Yaksi pairs were carved with the 
above Jinas, the examples of which are known mainly from Deogarh,. Gyaraspur, 
Khajuraho and a few other places. In such sculptures, Rsabhanatha, Neminatha and 
Parfvanatha are accompanied respectively by the traditional Yaksa-Yaksi pairs, 

' Gomukha—Cakrefvart, Sarvanubhati-Ambika, and Dharagendra-Padmavatt, while 
- the Yaksa-Yaksi_ pairs accompanying § antinatha and Mahavira do not have any 
’ traditional sanctions. | —_— 





The rendering of the Yaksa-Yaksi figures with the Jinas became a regular feature 

after ninth century A. D. It may be ncted here that in independent sculptures the 
depiction of the Yaksis was more popular than their counterparts. We have 
come across three instances of collective renderings of the twenty-four Yaksis*® but 
the representation of the twenty-four Yaksas has not been reported from anywhere so 


. far. The fact is suggestive of comparatively favoured position enjoyed by the Yakjis. 


; Sarvanubhtti and Ambika, the most favoured Yaksa-Yaksi pair. at the 
~ Svetambara sites, were carved with almost all the Jinas. However, in a few instances 
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from the Svetambara sites, the independent Yaksa-Yaksi pairs with Rsabhanatha and 

Parévanatha were also carved. Gomukha-Cakrefvari, Sarvanubhiti-Ambika and 

Dharanendra-Padmavati enjoyed the most favoured position in Digambara sculptures, 

It is surprising to note that Jaina sites spread over Bihar, Orissa and Bengal have 

yielded only a few Yaksa-Yaksi figures. Barring the collective figures of the Yaksis 

carved in the Navamuniand Barabhuji caves, we have very few instances of the 
separate sculptures of Cakregvart, Ambika and Padmavati Yaksis. 


After the Jinas and their Sasanadevatas, Mahavidyas enjoyed the highest 
veneration among both the sects.4* The early Jaina works like Sthananga Sitira, 
Suirakrtanga, Nayadhammakahao and Paumacariyam and also some later works like 
Harivaméa Purana, Vasudevahindi and Trisashsalakapurusacaritra make ample 
references to the Vidyas. A list of 16 Mahavidyas was prepared in about the ninth 
century A. D. The details pertaining to the iconography of Jaina Mahavidyas are 
discussed in Ch. Vth of this book. 
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vijnina, Varanasi, 1981, pp. 3-10... 
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| II 
JINAS OR TIRTHANKARAS 


_ ICONOGRAPHIC NOTES ON THE JINA IMAGES OF KHAJU RAHO 
WITH SPECIAL REFERENCE TO THE MAHAVIRA IMAGES 


Khajuraho, in the Chhatarpur district of Madhya Pradesh, has yielded profuse 
Brahmanical and Jaina vestiges of iconographic and religious interest which vouch 
for the artistic dexterity and craving, and also the material affluence of the artists of 
Khajuraho. There are three old Jaina temples? at Khajuraho, namely, the 
Parévanatha (c.950-70), the Ghagtai (late 10th century)® and the Adinatha (later 
half of the 11th century ), all of them being dedicated to the first Jina Rsabhanatha 
who was accorded the most favoured position at the site.2 The entire group of the 
Jaina sculptures at Khajuraho, spread over c. 950 to the 12th century, is the product 
exclusively of the Digambara Jaina sect. The Digambara affiliation of the Jaina 
temples of Khajuraho, and so also the iconographic remains, is indicated by the fact 
that the Jinas are rendered as sky-clad. This'is further evidenced by the occurrence of 
the sixteen auspicious dreams at the site in place of the fourteen as usual with the 
Svetambaras.* Sai isaan Wehena 

Khajuraho has yielded over four hundred various Jaina images excluding those 
represented on the doorways and fragmentary door-lintels. Of these, about two 
hundred images represent the Jinas in two customary, postures, na mely. the dhyana- 
mudra. and the kayotsarga-mudra, the former being of more frequent occurrence. The 
Jinas have been rendered cither.in the form of independent images or in the dvitirthi, 
tritirthi and the caumukhi images. 

The Jina images‘of Khajuraho represent a fully developed stage of the Jina 
iconography? ( figs. 22, 23 ). They are carved with the full cortége of their accessory 
symbols includingsthe astapratz haryas,® the lajchanas ( the cognizances ), the Yaksa- 
Yaksi pairs, and the srivatsa. However, in some cases the figures of the Ya ksa-Yaksi 
pairs are conspicuous by their absence. We may note here that we could find 
the images of only thirteen out of the twenty-four Jinas in Khajuraho collections; 
they are Rsabhanatha, Ajitanatha, Sambhavanatha, Abhinandana, Sumatinatha, 
Padmaprabha, Suparsvanatha. Candraprabha, Santinatha, Munisuvrata, Neminatha, 
Prasvanatha and Mahavira. Parfvanatha and Mahavira, of whom eleven and nine 
images are available, were relatively less favoured than Rsabhanatha, represented 
as the Jina is by about sixty imag 25.7 All other Jinas, barring Abhinandana, 
Sumatinatha, Padmaprabha, Da draprabha and ;Munisuvrata who have been 
represented by one sculpture each, are represented: by two tolsix images. 

‘The Yaksa and Yaksi figures on the images of Ajitanatha, Suparsvanatha, 
Parfvanatha and Mahavira; the sccond; seventh; 23rd and the 24th Jinas respectively, 
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are sometimes dropped, while at few others ihey are substituted by two tiny Jina 
figures. The representation of the twenty-four Sasanadevatas is unknown in 
Khajuraho. However, the standardized and distinctive forms of the three Yaksa-Yaksi 
pairs, namely, Gomukha and CakreSvari, Kubera ( or Sarvanubhtti ) and Ambika, 
and Dharanendra and Padmavatt, the Sasanadevatas respectively of Rsabhanatha, 
Neminatha ( 22nd Jina ) and Parfvanatha, were known to the Khajuraho sculptors. 
The representation of these three pairs even does not correspond fully with any of 
the available iconographic prescriptions. 

Mahavira, the twenty-fourth Jina, is represented by nine images at Khajuraho. 
All these images are fashioned in the buff-coloured sandstone and vary from 
29”? x 24” to 57” x 33” in dimensions. One of the Mahavira images at Khajuraho bears 
an inscription dated Samvat 1149 (=1092 ).° Of the remaining eight, the five images 
are earlier and the rest three are later than the dated sculpture. The whole group of 
Mahavira images are assignable between c. 950 and 1150. Mahavira is represented 
in the fully developed iconographic tradition with the lion cognizance. He 
is attended upon by Matanga Yaksa and Siddhayika Yaksi.° The Digambara texts 
visualize Matanga as two-armed, bearing a dharmacakra on his forehead and riding on 
an elephant. He holds his right hand’ in the varada-mudra and carries a citron 
( maiulinga ) in the left hand. Siddhayika is also conceived as two-armed. She 
shows the varada-mudra ( or abhaya-mudra ) and a manuscript in her hands. Her 
mount is lion. eto ipa Aiba 

In the earlier Mahavira images coming from the Kankali Tila, Mathura and 
belonging to the Kusana period, the aforesaid iconographic characteristics are 
absent, they are identifiable only with the help of their inscriptions wherein the image 
is labelled as that of ‘Vardhamana’. The first representation of a Jina with 
cognizance occursin the Gupta period at Rajgir ( Vaibhara hill, Bihar ).2° The 
earliest image of Mahavira with cognizance also dates back to the Gupta period. 
The image, obtained from Varanasi, is on display in the Bharat Kala Bhavan, 
Varanasi ( Acc. No. 161 ). Although the Tilgyapannattz and the Kahavali, datable 
to the eighth-ninth century A.D., make references to the 24 Yaksa-Yaksi pairs, 


the Yaksa-Yaksi couples associated with the Jinas became popular in art only after 
the ninth century. A.D.12 An exception to this is formed by Kubera, also known 


as Sarvanubhtati, and Ambika who were introduced both in art and literature in the 
sixth century A. D.?2 

The images of Mahavira at Khajuraho exhibit a uniformity of style with regard 
to their execution and iconographic ¢ details, this being the case with all other Jina 
nages of Khajuraho and elsewhere. In eight cases Mahavira is Repererpied Sitting in ~ 
eg on an ornate cushion decoretee with lozenges and floral design, and i 
one case, however, he stands in the ktyotsarga-mudra. The ornate oeliie 3 in each case 
- js placed on a pedestal bore by round pilasters carved at two extremities. In four 
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examples the covering cloth is shown hanging on the front, in each case bearing a 
kirtimukha from whose open mouth are suspended festoons. In the centre of the 
pedestal is depicted a dharmacakra flanked by two kneeling worshippers with hands 
folded in supplication, At two ends of the throne are sculptured two lions, suggesting 
sitthasana, standing or sitting with their backs and faces turned towards each other, 
in one case their faces are turned towards the front. The Jina is attended on either 
side by a standing male camaradhara wearing rich jewellery with the inner hand carry- 
ing a flywhisk held above the shoulder and the outer hand resting on the thigh. 
Above the shoulder of Mahavira on each flank is rendered an elephant with riders 
over which there appears a pair of hovering. maladharas. A circular nimbus is carved 
behind the head of the malanayaka, except in two instances where itis absent. The 
‘nimbus is usually decorated with lotus, blossom circlets, beaded bands, stellate cut 
band and notched border. The hairs of all the Mahavira figures, barring one 
‘example, have been arranged in curls with the protuberance ( usniga ). Above the 
head of Mahavira, in every case, is carved a series of three umbrellas ( chatra-trayi) 
| surmounted by a drum being beaten by a prostrate figure. 








A close study of these images also reveals important points of difference, 
besides. the aforesaid common features, which pertain to the representation of (a) the 
lion cognizance, (b) the attendant Yaksa-Yaksi figures,.and (c) the tiny Jina and 
other accessory figures. Fora detailed 4nd comparative study the Mahavira images 
at Khajuraho may be divided into two groups; the first group consisting of images 
which do not show Yaksa and Yaksi figures and the second group comprising the 
images which have them. The images of the first group seem to be earlier than 
those of the second, though an earliest image of Mahavira in the Parfvanatha 
temple, perhaps the oldest of all the Mahavira images at the site, shows the figures 
of his Yaksa and Yaksi. Inconformity with the tradition the Yaksa and Yaksi 
figures are carved respectively at the right and left extremities of the thrones.}* 





Mahavira Images Without The Yaksa-Yaksi Figures : 


| There are three images which fall under this category. Of them, two are built 
into the left hand modern wall of the Santinatha Temple, labelled as Temple No. 1. 
In the first of these examples, Mahavira is sitting on a double petalled lotus placed 
on an ornate cushion. In the centre of the pedestal is carved the dharmacakra and a 
peeping out lion head, meant for the cognizance of the Jina. Above the flywhisk- 
bearers, there appears, on either site, a seated Jina. The other image, seen below 
the first, corresponds to the preceding figure in details. Here the two1 miniature 
Jina figures are conspicuous by their absence. The third image represents skyclad 
Mahavira as standing on a lotus pedestal in the kayotsarga-mudra. The image 
‘is enshrined in the Modern Temple No. 31. Here also the peeping out lion is carved 




















as cognizance but in addition to the head, the forelegs are also shown. At the left 
top corner there stands a Jina. Beside the cauri-bearer on the left side are sculptured 
two female figures, one above the other. ee | 

It is significant to note here that the covering cloth, an invariable feature of 
the Jina images at Khajuraho and elsewhere, has not been carved in any of- these 
three sculptures. The rendering of cloth has been dropped probably because it would 
have covered the figures of the peeping lion, the cognizance of Mahavira. All the 
‘three images of the group may tentatively placed prior to mid 11th century A. D. 
on the basis of both the style and iconography, a date suggested by the absence of 
the Yaksa-Y'aksi figures which were not very common until the middle of the eleventh 
century A. D. and less formal stylization. | 
Mahavira Images With The Yaksa-Yaksi Figures : | | 

The first image is carved on the southern facade of the garbhagrha of the Pars- 
yanatha Temple. It is perhaps the oldest image of Mahavira at Khajuraho. The 
cognizance of Mahavira is shown as peeping out from the throne and hence the 
covering cloth is absent here. Beside the flywhisk bearers there stand two Jinas. The 
figures of the two-armed Yaksa and Yaksi are seated in lalitasana. The Yaksa holds 
a fruit in each of his two hands.14 TheYaksi carries a fruit in the left hand while 
the right one is held in the abhaya-mudra!. It may be noted here that all other eight 
Jina figures on the exterior walls of the garbhagrha of the Parsvanatha Temple also 
contain the Yaksa-Yaksi figures which exhibit almost the identical iconographic 
features as compated to the Yaksa-Yaksi figures of the above Mahavira image. 
However, in some cases fruit has been replaced by a lotus, The similarity in the 
tendering of the iconographic features of the Yaksa-Yaksi figures of different Jinas, 
thus suggests that the distinctive iconographic forms of different Yaksa-Yaksi 
couples were not yet settled at the site. | , 

The second Mahavira image is preserved in the Open Air Museum, Khajuraho 
( No. K 38 ). The cognizance is carved on the right side of the dharmacakra. The 
two-armed Yaksi in lalita-pose shows the abhaya-mudra with her right hand and the 
corresponding left bears an indistinct object. However, the Y aksa figure is hidden 
under the plaster. Over the caur3-bearers there appear diminutive figures of two 
seated Jinas. The top parikara of the image is badly damaged. The image may be 
assigned to c. 11th century A. D. 

The third image, enshrined in the Modern Temple No.2, bears an inscription dated 
Samvat 1149 (1092). Here the cognizance of Mahavira is carved in front of the 
cushion. Below the cushion of Mahavira is carved, ina miniature shrine, a standing 
figure of four-armed goddess showing varada-mudra, a lotus, a manuscript, and a 
water-vessel.1® The goddess may be identified with Santidevi (or Adisakti) who is 
believed to have the function of improving the origination of the Jaina Sangha.*° 
At each top corner of the back slab there appears a standing Jina. The four-armed 
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- YakSa and Yaksi are seated in lalita pose. The Yaksa bears a purse, a fala, a lotus (?) 
and a staff. The vahana, carved below, appears to be a lion (2), in place of an cle phant 
as envisaged by the tradition. The Yaksi with a lion mount, carved below her feet, 
shows a fruit, a disc, a lotus and a conch. | 
| The fourth image is sheltered in a niche of the exterior back wall of the Modern 
Temple No.21 (K 28/1).Above the dharmacakra is carved the lion emblem of Mahavira 
as peeping out. The covering cloth is absent. On either side of the érichaira is 
sculptured a single garland-bearing celestial being. Above these figures there also 
appear the two usual pairs of flying maladharas. The hair of Mahavira with a high 
headdress shows five rising rows of curls. Close to the caémaradhara figures there 
stand miniature figures of four standing Jinas. The throne-back ends are ornamented 
with the gaja-vala-makara trio. The four-armed Yaksi, riding a lion and sitting in 
‘Lalitasana, holds the varada-mudra, a sword, a disc and a fruit in her hands. The 
Yaksa stands in tribhanga and possesses two arms. He carries a fakti in his right 
‘hand while the left hanging hand is engaged in touching the horn of his mount, 
‘ram, standing nearby. ry 
The fifth image, much mutilated, is preserved in the Open Air Museum, 
‘Khajuraho (No. K J7 ). Below the hanging covering cloth of the throne is carved 
‘a peeping lion, the cognizance of Mahayira. Beside the flywhisk-bearers there stand 
two female figures. At each edge of: re image there appear five Jina figures. Above 
these Jina figures on the right side-there. again appear two seated Jinas. However, | 
‘the Jina figures of the corresponding © left side have been broken away. The 
four-armed Yaksa (left ) and Yaksi ( right ) figures are seated in lalita pose. The 
Yaksa beats a mace, an indistinct object, a lotus and a purse. The vahana standing 
on his left appears to be a lion, The Yaksi rides a lion and shows in her_surviving 
hands a ring ( disc ), a lotus and a conch. . q 
The sixth image is exhibited in the Archaeological Museum, Khajuraho 
(Acc. No. 1731). The miniature figure of lion cognizance, standing in front, is carved 
beneath the wheel: The two-armed Yaksa and Yaksi are seated in Lalita pose. The 
Yaksa holds a purse in his left hand while the right hand is damaged. The Yaksi 
bears a lotus (7?) in her left hand while the right is held in the abhaya-mudra. Above 
the Yaksa-Yaksi figures, on either edge, there stands a two-armed female figure 
showing a long-stalked lotus in the inner hand while the outer hand is resting on 
thigh. On the sides of Mahavira have been carved six Jina figures. At left top 
corner of the image is carved a small seated Jina, the Jina of the corresponding right 
cornet has been lost. The throne-back ends are decked with the vaja-vyala-makara 
trio surmounted by a warrior in act of subduing the animal. eee Se e3ts 
| The increase in the number of the tiny Jina figures on the parikara, the introduction 
of the throne-frame animals,*? and more stylization in the renderiig of the forms- 
these al) suggest for the above discussed three sculptires a date of the 12th 
century A. D, a 
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Certain conclusions can now be drawn from the data concerning the iconographic 
peculiarities of the representations of Mahavira, we noticed. As to the rendering 
of the lion cognizance, it may be said that the sculptors here have not always stuck 
to the usual convention, but tried to introduce variety as revealed in the six sculptures. 
The lion there has been featured as peeping out from the throne instead of showing 
profilewise. We may note here that such a change is confined only to the Mahavira 
images, and all other images of the preceding Jinas, and the three other Mahavira 
images, show their respective cognizances as usual either below the cushion or some- 
where near the dharmacakra. However, the instances of the similar representation of | 
the cognizance of Mahavira are also known from other sites and one such instance, 
in metal, datable to the late ninth century A. D. is preserved in the Haridas Swali 
Collection, Bombay.**® 

Somewhat undecided representation of the small Jina and other accessory © 
figures associated with the main figure in such images suggests that they were rather 
meant for filling up the space around the principal figure. It may be noted that 
the number of the accessory figures is found gradually increasing with the advance 
in time. 

Regarding the figures of the Sasanadevatas of Rika, it may be noted 
that their iconographic form could never,be standardized at Khajuraho. The Yaksi 
of Mahavira was represented in two varieties, namely, two-armed and four-armed. 
In the two-armed representation?®, exemplified by three figures, she holds either 
a fruit or a lotus in her one hand while the other hand is always shown in the abhaya- 
mudra.. It may be remarked here that the iconographic features of the Yaksi do not 
conform to any of the available Digambara dhyanas. In her four-armed variety, not 
known from the available Digambara texts, she always carries a disc, which has been 
the chief distinguishing symbol of CakreSya.i, the Yaksi of Rsabhanatha. In two 
examples she also holds a conch, which is again a symbol invariably associated with 
the 7 ak st Cakregvari.2° The other two arms of the Yaksi show any one of the 
following two sets of symbols: a lotus and a fruit; or, “the varada-mudra and a fruit. 
From the study of all the four-armed figures of Yaksi, it is obvious that the artist, 
instead of following the more usually encountered convention, has at Khajuraho 
evolved a new form of the Yaksi bearing definite influences of a very popular Jaina 
Yaksi Cakregvari. The only feature which tentatively hints the identification of 
these figures with Y'aksi Siddhayika is her mount lion, which, however, in the absence 
of the customary attributes receives no real support. Alternatively, by way of specu- 
lation it may be suggested that the feature might have been derived from the 
cognizance of her Master. 

The complete departure from the textual injunctions can similarly, be 
marked out in connection with the representations of the Yaksa also. Barring two 
Ipc les,? I in all other figures the Y aksa carries a mongoose-skin-purse (nakulaka), 
which has been the chief distinguishing symbol of Kubera or Sarvanubbati, the 
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Yaksa of Neminatha. Among the male divinities Kubera or Sarvanubhfiti was 
accorded a very high position at Khajuraho which 1s evidenced by the fact that 
figures of the Yaksas of almost all the Jinas, except Dharayendra and sometimes 
Gomukha, show invariably his purse symbol. In three instances, however, the 
vahana of the Yaksa is shown but that too is either a lion or a ram, and not 
traditionally known elephant. The mount lion sn this case too may be said to have 
been derived from the cognizance of his Master. 

Thus we may conclude that the standardized forms of the Yaksa-T aksi pair 
of Mahavira was not arrived at Khajuraho. Moreover, they reflect influences of the 
iconographic representation of Kubera and Cakregvari typical of the site of Khajuraho. 

6 ee ee eS 
Foot-notes | : 
(1) Besides the old temples, there are also 32 new Jaina temples at the site. The 
new Jaina temples incorporate enormous old Jaina images belonging to the 
Chandella period. 
(2) Now only its ardhamandapa and mahamandapa being extant. 
(3) Rsabhanatha is represented by about sixty images. 
(4) These auspicious dreams were seen by the respective mothers of all the Jinas soon 
after the origination of their ¢ mbryo. 
(5) For details consult, Pratisthasarasamgraha 4.1-4, 5. 82-83; Pratisthasaroddhara 1.62, 
16-71; Manasara 55.36-42. | 
(6) The eight chief attendant attributes are: afoka tree, scattering of flowers by gods, 
divine music, camara, simhasana, bhamagdala, heavenly drum beating and chatra- 
tray. . 
See, Harivamfa Purana 3.31-38; Pratisthasarasamgraha 5.82-83, Pratisthasaro- 
ddhara 1.76-77. é | 
(7) Ta? sculptu ral data from Mathura (Kankalt Tila) and Deogarh (Lalitpur) in U.P. 
_ and Akota (Baroda) in Gujarat also reinforce the same proposition. 
(8) The image is enshrined in the Modern Temple No.2. 
(9) Pratis:hasarasam graha 5.72-14; Prats thasaroddhara 3.152, 178; Pratisthatilakam 
. 7.24, p. 338, 348. | 
(10) Consult, Caan ja, Ramaprasad, ‘Jaina Remains at Rajgir’, Annual Report, 
Archatological Survey of India, 1925-26, pp. 125-26. 












The detailed iconography of the different Yaksa-Yaksi pairs was prepared 

: one ss Ith-12th centuryA.D. The earliest works treating of the individual 
- ‘iconography of the 24 Yaksa-Yaksi pairs are the Niroagakalika, the Pitsa 
acaritra and Pratisshastrasamgraha, | Pe, ih, Stone 
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(12) Consult, Shah, U.P., ‘Beginnings of Jaina Iconography’ Bull. of Museums and 
Archaeology in U. P., No. 9, June 1972, p. 12. 

(13) Pratisthasarasam graha 5.82-83; Pratisthasaroddhara 1.77. 

(14) However, the object of the left hand is not much clear. 

(15) The attributes of the deities are always reckoned clockwise starting from the 
lower right hand. | 

(16) Consult, B.C. Bhattacharya, The ri Iconography, Lahore, 1939, p. 183; 
V astuvi dya—Jinaparikara Laksana 22. 10. 

It isto be noted here that the rendering of the figures of Santidevi in 
the centre of the throne of the Jina images was very much popular at the 
éyvetambara Jaina sites. The instances of the repyesentation of Santidevs at the. 
Digambara Jaina sites are very few. However, at Khajuraho the author could 
find only three such instances (Modern Temple Nos. 2, 5 and 28). 


(17) The throne-frame animals are the gajo-vyala-makara-trio,. This featare. we. 
- probably introduced sometime in the 12th century A.D. 

(18) Shah, U. P., ‘Jaina Bronzes in ‘Haridas Swali’s Collection’, Bull. Prinee of 
Wales Mus., No. 9, 1964-66, pp. 47-49. 

(19) The two-armed variety was an earlier form which Sega popular till 12th 
century A.D. 3 

(20) However, in one example, preserved i in 1 the Temple No. (2i (K. 28/1), the conch. 
has been replaced by a sword. | 


(21) These figures are in the Pargvanatha Temple, and the Modern Temple No. 21 
(K. 28/1). | | 


JINA IMAGES IN THE ARCHAEOLOGICAL MUSEUM, KHAJURAHO 


The Archaeological. Museum at Khajuraho possesses 4 small collection 
covering some fourteen of the Khajuraho Jaina images. Of the fourteen, some 
nine sculptures, including 4 door-lintel and a Jaina quadruple (Sarvatobhadra pratima) 
represent Jinas.? All these images carved in buff sandstone vary approximately 
from 56” X31” to 26”><16” in dimensions. Here we wish to say about the Jina: 
images. 

The Jina images of the museum follow a homogenous formula of representation, 
this being the case with all other Jina images of Khajuraho, in effect elsewhere in 
India in all ages. Of the eight Jina images, six show the Jinas seated in the dhyana- 
mudra, while the remaining two represent the Jinas as standing in the kayotsarga- 
mudra. Allthe Jina figures are marked with grivatsa symbol in the centre of the 
chest. In all the five seated images, Jinas are shown on ornate cushions decorated 
with ratna (jewel-ornament) and floral and rosette motifs. Excepting one case, the 
ornate cushion is seen placed on a simhasana, lion-throne, with a round pilaster. 
carved at each extremity, now damaged in four.instances. A carpet shown hanging 
from the pedestal bears generally mukta-varala.2 In the centre of the throne, in 
ali cases, is depicted a dharmacakra flanked by two crouching lions, shown with 
their backs turning away from each other, excepting in one case where the lions 
confront. These lions, in five snstances, face the observer and in two others their 
necks are somewhat iurned inward. Jinas in all examples are attended on two sides 
by a pair of standing male figures, each wearing rich jewellery like coiffure, ear-rings, 
necklaces of different forms, armlets, bracelets, dhoti, upavita, waist-band, long- 
hanging garland and carrying a flywhisk, the latter held above the shoulder, by 
one hand, while the other is shown resting on the thigh.® In each example an 
elephant with either one or two riders is shown above each shoulder of the principal 
Jina. The figures of hovering celestial beings holding garlands (maladharas) are 
rendered on two sides of the halo of the Jina. These flying figures in four examples 
are in pairs, while in the rest they are single. Above the head of the Jina, in every 
case, is carved a three-tiered umbrella surmounted by a drum being struck bya 
disembodied figure. In four examples, triple parasols have been supported by stands. 
The throne-back ends are ornamented with the gaja-nyala-makara trio, the makara 
surmounted in three examples by a warrior in act of subduing the animal. 

Barring Jina quadruple, in all other images the two recessed corners of the 
sedestal contain the figures of the yaksa-yaks? pairs of the Jinas, all being seated in 
lalitasana with their one leg hanging down and the other being folded. All the 
paksa-yaksi figures are bedecked in the customary ornaments described earlier in 
sontiéction with the flywhisk bearers. The yaksi figures show, in addition, stanaharas 
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dangling between the two breasts. Of the nine images representing Jinas, three show 
Rsabhanatha, three others Sumatinatha, Parsvanatha and Mahavira; and the rest 
three include Jaina quadruple, a pair of standing Jinas, and a door- lintel. 

A close study of all the Jina representations of the museum also reveals 
important points of difference, besides the aforesaid common features, which pertain 
to the representation of (a) the cognizance (b) the attendant yaksa-yaksi figures 
(c) the miniature Jinas and other accessory figures. Now we proceed to the study of 
all the Jina images separately with a view to seeing their individual details. 


Rsabhanatha, Standing : ( Acc. No. 1682; 54x32” ) 


_The nude Jina stands on a lotus placed over a covering cloth hanging from 
the pedestal and showing the figure of grasa. Left hand of the Jina below the elbow 
is damaged. In front of the dharmacakra, in the centre of the pedestal, is carved a 
bull, the cognizance of Ksabhanatha. The two recessed corners of the pedestal have 
been occupied by the figures of the yaksa and yaksi of the Jina, Sarvanubhati and 
Cakreévari. The four-armed yaksi in the left corner rides on garuda (represented in 
human form ) and holds in her two extant upper and lower right arms respectively a 
disc and the abhaya-mudra. In the right corner sits a two-armed pot-bellied Jaksa, 
Saryanubhiti showing probably a purse(-made of mongoose skin ) and a matulingae 
( fruit ) respectively in his right and left arms. Customarily, there ought to have 
been yaksa Gomukha at this situation. Close to the foot of the Jina, on either side, 
are Carved two devotees with their hands clasped i in the attitude of adoration, one 
being seated and the other standing. The figure of the left-hand seated devotee i is 
lost now. The two cauri-bearers bear long-stalked lotus in one hand and flywhisk, 
hanging downwards, in the other one. On the flanks of the image stele are seated 
Jina figures, the head of that on the left being lost. At the top of each framing 
pilaster is sculptured an elephant with two riders, one holding a vase for lustrating 
the Jina. The heads and arms of the each pair of the flying vidyadharas, so also of the 
drum-beater surmounting the chatratray? are mutilated. 


Beside the flanking attendants stands on each side a Jina figure over whieh is 
carved tiny standing Jina figure. On lateral jambs (in vertical row ) and top parikara 
are carved in all fifty-two miniature Jina figures, including those already described. 
The standing Jina of the top corner (left) canopied by a tlhree-hooded cobra 
overhead represents Parsvanatha. All the fifty-two small Jina figures are provided 
with nimbus and are all somewhat mutilated. The Jinas represented here, however, 
donot numerically correspond with the traditional numbers 24, 48 or 72, the latter 
including the Jinas of the past and future ages. It may provisionally be suggested 
here that the figure fifty-two might have been adopted from the fifty-two Saévata- 
Jinalayas of Nandi{varadvipa, which has been a very popular representation i in the 
form of plaques or pattas among both the Jaina sects‘. i 
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The hair of Rsabhanatha disposed in ringlets with small usnisa shows three 
unplaited lateral strands thrown over each shoulder. It may be mentioned heve that 
according to the Svetambara works like the Kalpasitra of Bhadrabahu (c. 3rd 
century A.D.)> andthe Trisastifalakapurasacaritra of Hemacandra (c. mid 12th 
century A.D.)° all the Jinas other than Rsabhanatha tore out their hair in five handfuls 
at the time of renouncing the world while Rsabhanatha plucking out four handfuls of 
hair permitted his back hair, falling on the shoulders, to remain on the request of 
Indra as it looked beautiful on his person. But, on the contrary,an early work like the 
Paumacariya of Vimalastri? (close of the 3rd century A.D. - combines the traditions of 
both the sects )® and the Jaina Puranas’ belonging to the Digambara tradition, never 
mention that Rsabhanatha allowed his back hair to remain and, he also, according 
to those works,like other subsequent Jinas,plucked out all his hair in five handfuls.?° 
As against the latter tradition the images of Rsabhanatha, from the earliest times, 
i. e. from Kusana period, show invariably the falling hair-locks, this being noticed 
in the images of all the ages throughout the country. 


The triple parasol decorated with festoons is supported by a stand; and the 
halo behind the head consists of (from centre outwards) corolla, blossom circlet, 
rosette and some floral motif arranged alternately and stellate cut outer band. The 
figure of the warrior surmounting the makara of the throne-frame-animals of each 
edee is absent. At the top back slab are Sculptured four figures playing flute. The 
image may on both stylistic and iconographic grounds be dated to the late tenth 
or early eleventh century A.D. The same date is warranted by the mention of word 
‘Ghantai? beneath the yaksa figure indicating that the figure was procured from the 
Ghantai temple. 





Rsabhanitha, Seated : (Acc. No. 1667, 5630"). 


Jina with his forearms and legs ncw damaged is sitting in the dhyana-mudra 
on a lotus spread ona high and ornate cushion. Below the cushion, in the centre, 
is carved a bull, flanked by two standing figures of worshippers with folded hands. 
The pilasters near the bull, in the throne, are damaged. In a panel, on either side 
of bull figure are arranged the figures of Navagrahas. Starting from left (from 

servers viewpoint) the first flgure represents two-armed Sarya, seated cross-legged 
ea holding long-stalked lotuses in his both raised arms. Following six figures seated 
in lalita-pose show the abhaya-mudra in their right arms, while their left hanging 
arms bear kamandalu, hanging below the folded knees. The eighth figure Rahu, 
whose mere bust is shown, is surmounted by the figure of Ketu with its lower 
portion, below the meaicts resembling a serpent, both the figures being much defaced. 
‘Dhanitectlee with a beaded row carved in its front shows ribbons suspended from 
its sides. On the Rivest part of the pedestal is shown a beaded line, below which 
are delineated lotus petals. 
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The four armed yaksi at the left corner rides on garuda (represented in human 
form) and carries a lotus (?) and a disc in her right and 1:ft upper arms, while her 
lower right and left arms bear respectively a fruit (?) and a ring. In the right recessed 
corner sits a four-armed bull-faced yaksa, much defaced, on a bhadrasana. The two 
right arms of the pot-bellied yaksa are broken off but the remaining EPDSE and 
lower left arms hold respectively a parafu and a fruit, 


Above the yaksa-yaksi figures there appears, on each side, a seated Jina 
surmounted by a standing Jina figure, faces of all the Jinas being defaced. Above 
much mutilated figures of the flywhisk bearers, on either side, is sculptured, on 
front of the pilasters, framing the principal Jina, a pair of standing Jinas, much 
worn out. Atthe top of each pilaster is carved an elephant with two riders, one 
holding a vase. Acouple of hovering figures of the maladharas, much mutilated, 
commonly hold a garland; they are surrounded by clouds. Beside maladhara couple 
at each side, there appears a standing Jina, with head lost. Further up on either 
side is carved a couple of flying maladharas, much mutilated. At the top back slab 
were sculptured five seated Jina figures, three of them are lost. These seated Jinas 
are flanked on both sides by eight standing Jinas, the two corner figures at the 
right side are gone. The upper part of the parikara is much broken. Trichatra here 
again is supported by a com oes ag ete pronounced stand, and the figure of the 
drum-beater has vanished. 


The principal Jina figure with its face.somewhat defaced has his hair done in 
the jata-juta fashion with three straight locks of hair falling on each shoulder. We 
meet with fairly good number of Rsabhanatha images where the Jina’s hair is done 
in jata-juta (matted hair) and which may be explained as an attempt to show him 
as a great Yogi and also to hint at the similarity between Rsabhanath and Siva, 
this.is further stressed by the bull-cognizance and the bull- faced yoksa of the 
Jina, the bull being the v2hana of Siva. Images of Rsabhanatha at Deogarh 
in most of the instances show long unplaited strands of hair (jat2) falling 
from the shoulders and also below the elbow of the hanging arms in case of 
the standing figures. It may be noted that representation of such a long jafa occurs 
only at Deogarh. These images generally exhibit comparatively small jata-yita 
overhead. The representation of jata-jata over the head of Rsabhanatha, despite 
the fact that no work prescribes jasa-jata, indicates some definite bearing of the 
Siva-iconography on that of Rsabhanatha. Such an attempt was made from the 
early mediaeval period onwards. The analogy between Rsabhanatha and Siva may 
also be gathered from several Hindu works alluding to Rsabhanatha (Vrsabha) as 
a great jyov7.11_ Round the head is an aureole with a corolla in the centre, and also 
es a row pot lotus acess a baad’ Le with tee and linear designs 


cartes A. D. 
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Rsabhanatha, Seated : ( Acc. No. 1694; 42”°x25” ) 

Jina is seated on an ornate cushion placed on a pedestal supported by pilasters, 
now lost. Below the dharmacakra is catved a very small figure of bull, which, how- 
ever, was confused with goat andthe image was thus labelled in the museum as 
that of Kunthunatha, the seventeenth Jina. The presence of the usual attendant 
yaksa-yaksi figures,namely Sarvanubhtti and Cakrefvari, accompanying Rsabhanatha, 
also warrants our identification. At each extremity of the pedestal is seated a devotee 
with folded hands, the figure to left being that of a female. Above these figures are 
carved the figures of yakya and yaksi, sheltered in pillared niches. The four- 
armed yaksi to left rides on garuda (represented in human form) and holds 
discs in upper pair of arms, while her lower right and left arms show respectively 
the varada-mudra and a conch. The two-armed yaksa of the corresponding 
side, though not possessing bull face just as several other figures do, shows the same 
attributes as usually carried by the two-armed figures of the yaksa associated with 
Rsabhanatha at Khajuraho. The yaksa betrays the abhaya-mudra and a mongoose- 
skin purse respectively in his right and left hands. Above these yaksa-yaksi figures 
there appears, on either side, a standing Jina, slightly smaller in size than the 
middle, now headless. These figures provided with trilinear umbrellas topped by 
disembodied figures beating the drums and nimbuses consisting of lotus petals and 
beaded border, stand on brackets with beaded decorations in front. Instead of a 
couple, a single flying vidyadhara, holding'a garland, is carved on either side of each 
flanking Jina. The heads of the flying maladharas are lost. Above the flying figures, 
on each side, there appears an elephant with a rider. Beside elephant figures at each 
edge is carved, in a pillared niche, a seated Jina figure. At the to p, in the centre, 
also sits a Jina likewise housed in a pillared niche. The upper part of the sculpture is 
designed like the ikhara of a temple with three successive tiers topped by amalaka. 

The hair of the central Jina is treated in schematic curls with a small usnisa. 
The absence of falling lateral strands, however, does not go against our identification 
inasmuch as in some other instances, though very few, also this feature is found to 
be absent owing to the omission. Round the head of the Jina is a halo composed 
of a blossom circlet and prominent garland-like band. The entire image is some- 
what effaced and crude in execution and may “well be ascribed to the early 12th 
century A. D. | ! 





Sambhavanatha, Seated : ( Acc. No. 1715; 50’’x34”’). Se. 

Jina is sitting on lotus spread on an ornate cushion. The two pilasters suppor- 
ting the pedestal are lost and the lion figures are also damaged. The dharmacakra 
in the present example is flanked by two devotees; below which is carved a very 
small figure of a horse, the cognizance: of the third Jina,.Sarnbhavanatha. The 
yaksa-yaksi figures of the two shallow and pillared niehes are of course not shown 
with the symbols as_prescribed in the iconographic dhyanas. The two-armed jak§i 
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of the left corner shows the abhaya-mudra and a lotus respectively in her right and 
left arms. The two-armed .yaksa of the corresponding side holds probably a skull- 
cup in his right hand, while the other hand shows a mongoose-skin purse. The yaksa 
appears to be Sarvanubhtti, the most favoured yaksa at Khajuraho. Above these 
figures there occurs, on either side, a standing Jina, slightly smaller in size than the 
middle Jina, shaded by a canopy of five-hooded serpent, all its top hoods being 
damaged. These flanking Jinas standing as naked on brackets have their hair 
disposed in curls with usnisas. Hoods being five, both the Jinas may be identified as 
Supargvanatha. Such representations of flanking Jinas also occur in pretty good 
number at Khajuraho. Beside these Jinas, at each edge, appears a female figure, 
wearing the usual jewellery and dhammilla, carrying as she does a flywhisk turned 
downwards, and the other hand resting on thigh. These female figures are meant to 
represent the attendants of the flanking Jinas. Further up on the top of the pilasters, 
framing the middle Jina, on each sideis carved a seated Jina, sheltered in a 
miniature shrine with three successive tiers and throne-frame-animals. One of the two 
riders of each side is likewise holding a pitcher. Above the trichatra there appears a 
much defaced figure of seated Jini. At each top back slab occurs a hovering ore 
engaged in playing flute. | 
~ Jina’s hair is done in schematic ert with a top knot. The halo round the 
head comprises blossom circlet and prominent garland-like outer band. The image is 
datable to the latter half of the 11th century A. D. | 
Parsvanatha, Seated : (Acc. No. 1618; 52” x31”) 

Jina canopied by a seven-hooded cobra, all hoods mutilated, with its coils going 
down on the back side, is seated on serpent coils, though not so pronouncedly as 
generally noticed in majority of the Pargvanatha images in Khajuraho and elsewhere. 
Representation of Parfvanatha as seated or standing on the serpent coils with its 
seven hoods forming a canopy overhead is fully in conformity with the tradition.*3 
It is narrated in the Jaina works of both the sects that Dharagendra, a snake king, 
came for the protection of the Jina from heavy rain, an upasarga, calamity, caused by 
Kamatha demon (Asura Meghamialina ), while he was absorbed in tapas and 
meditation. Dharagendra by keeping the Jina’s both legs in its lap ( made of coils ) 
and raising the canopy of seven hoods rescued the Jina from that drastic upasarga; 
which is why the icons of Pargvanatha always show from the earliest times ( Kusapa 
period ) the seven headed cobra overhead, and sometimes also the serpent c coil 
being extended down to the figure’s base. 


The covering cioth in the present example is decorated with garland. In the left 
recessed corner sits a two-armed yaks? Padmavati with three-headed cobra overhea d. 

Padmavati holds a fruit in the left hand while the other arm is hidden. On the 
corresponding side sits a kneeling figure of a male with hands in supplication and_ 
head under a serpent canopy. Above the figures of flywhisk bearers there appears, on 
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either side, a seated Jina with an elephant and two riders atop. Beside the elephant 
at éach top corner is carved a standing Jina. The male figure of each couple of 
hovering celestial beings carries a garland while its spouse is shown with folded 
hands. The figure of the drum-beater with the triple umbrella is somewhat injured. 

~ ‘The wrist of Pargvanatha is slightly mutilated. Jina’s hair is arranged in spirals 
with an usnisa-protuberance. Here also the figure of warrior subduing the makara of 
the throne-frame-animals is absent. The image can dated to the latter half of the 
11th century A. D. 
Mahavira, Seated : ( Acc. No. 1731 ) 

Jina is seated on an ornate cushion with his left knee damaged and the 
pilasters supporting the pedestal are completely lost. Beneath the dharmacakra is carved 
a small figure of lion, the cognizance of Mahavira, which is flanked by two devotees 
with folded hands, Two-armed yaksa, Sarvanubhtti, carved on the right extremity of 
the pedestal holds a purse in his extant left arm. Two-armed yaksi, Siddhayika, 
of the left corner bears probably a lotus in the left arm and with her right she shows 
the abhaya-mudra. Here the portion below the waist of the yaksi has been 
completely damaged. A female figure surmounts on either side the figure of the 
yaksa and yaksi and holds a lotus ‘nthe inner hand while the outer hand rests on 
the thigh. The figures of the attendant flywhisk bearers are severely damaged. On the 
top of each pilaster, framing the central Jina, sits a defaced Jina flanked by two 
standing Jinas. Here again the flying figure of vidyadhara carved on either side is 
single and over that is carved an elephant with two riders, the elephant figure of the 
right corner being lost. Above the single hovering figure again appears on each side a 
single flying celestial being bearing a garland. At left upper corner sits a much worn 
figure of Jina, while the Jina figure of the corresponding corner has been lost with 
the broken portion of the corner. The figure of the drum-beater surmounting the 
triple parasol is not visible. 

The hair of the Jina is dressed in schematic curls with a small knot. The halo 
behind the head comprises blossom circlet, rosette and lozenge shaped decoration 
arranged alternately and beaded band. The image may be dated to the 12th 


Jaina Quadruple : ( Acc. No. 1588; 32”X17” ) , 

‘The Jaina quadruple ( caumukha }, also called Pratima Sarvatobhadrika or 
Sarvatobhadrika Pratima, was a very favoured among the Jaina images and its 
antiquity can be traced to the days of the beginning of the Jaina art. in the Kusapa 
age at Mathura ( Kankalr Tila ), and which continued to be preferred during all the 
subsequent ages. During the Kusana age only two of the four Jinas are definitely 


fied by reason of the falling hair-locks and seven-headed cobra overhead as 


identi 
Rsabhanatha and Par{vanatha respectively. A fur 












= 
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of the Sarvatobhadra Pratima during the early mediaeval period may be seen in their 
fashioning in the form of a miniature temple with the top made after a fsikhara. Such 
representations showing three or even more successive tiers and generally depicting 
several small Jina figures other than the four main Jinas without any uniformity in 
regard to their number, are reported from other Jaina art centres in Madhya Pradesh 
and every where else. 

The present Caumukha is a solitary example at Khajuraho, Much effaced, it 
is uniform in composition on all four sides and represents on each direction, in the 
centre, aseated Jina accompanied by twelve miniature Jina figures. It should be 
noted here that Jinas of the two directions only can be identified with the help of a 
seven-hooded serpent canopy in the case of Parsvanatha and falling hair-locks in 
the case of Rsabhanatha. Lower portions of the pedestals of the rest two sides have 
peeled off, rendering the identification of the Jinas impossible. | 

In the middle on each of the four sides sits a Jina ona cushion placed on a 
pedestal borne by two lions, instead of pilasters. The covering cloth of the pedestal 
shows on all the sides either geometrical patterns or as usual the festoons suspended 
from the mouth of kirtimukha. Halo round the head of all the Jinas is plain and 
the hair in each case is done in curls witha small knot. At each extremity of the 
pedestal occurs a seated Jina surmounted,by a. pair of standing Jinas with a seated 
Jina further above. Above the trichatra of the middle Jina, im the centre, appears a 
Jina seated in a pillared niche with an arched. pediment atop. The Jina is topped 
by another seated Jina figure. Also at either end of the upper parikara a pillared 
niche, designed like a miniature shrine, shelters a standing Jina figure. The upper 
part of the image, on all sides, is designed like a sikhara with three successive tiers. 

The present Caumukha represents on each side the thirteen Jinas, including 
the middle Jina, thus making the total number of the Jinas represented as fifty-two. 
The representation of the thirteen Jinas in each of the four directions here, as found 
in some Digambara representations of Nandisvara bimba, perhaps reflects some 
yearing of the Nandivara-dvipa plaques on our Caumukha. 13 On the basis of the 

xecution and rendering of forms the Caumukha can be placed in the latter half of 
the 11th century A. D. | 


A Pair of Standing Jinas : ( Acc. No. 1653, 53” X32” ) 

' Pairs of standing Jinas are represented at Khajuraho by as many as nine 
images, all of them being very much analogous with regard to their execution and | 
other details. The fashioning of such images was perhaps most favoured among 


instances coming from Madhya Pradesh, especially at Khajuraho. It is still a matter 
of consideration what idea could have worked behind such aon. This might 


possibly suggest that all tke Jinas are equal in position and, therefore no line of 
harcation can be drawn between any two Jinas | in go ly to their relative stats. 
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This is for this reason that except for in one case in all others the respective 
cognizances of the Jinas have been omitted, despite the fact that artists of that time 
were aware of what they were. 


Each of the two standing Jinas, represented on separate and simple pedestals, 
is accompanied, on either side, by a flywhisk bearer, single hovering figure bearing 
garland, an elephant with two riders, triple parasol topped by a k alasa, instead of 
the usual drum, with two drooping leaves on its sides, halo decorated with incised 
lotus petals and beaded band. The pedestal of each Jina as usual is supported by 
two pilasters with two lions standing to front. The carpet hanging from the 
pedestals of both the Jinas show lotus petals decorated with the beaded pattern. 
Fach of the two Jinas is worshipped by two figures seated close to the feet with 
folded hands. The hair of each Jina is arranged in spirals with a small usgisa Both 
the hands of the left-hand Jina (from observer’s viewpoint ) are damaged. Two 
recessed corners of the pedestal contain two-armed figures of the yaksa and yaksi, 
holding alike symbols. Both the figures holding water-pot in the right hand show 
the abhaya-mud’a with their left ones. The right-hand Jina figure has lost his left arm, 
while the remaining right arm holds a lotus, as usual with the Jina images of early 
mediaeval period. The figures of the yakga and yaksi likewise carry the similar sym- 
bols. In the intervening space between the two Jinas are shown ( from below) a 
standing Jina, two pairs of standing Jinas, one above the other, and a seated Jina. 
Further up, between the flying maladharas of the two principal Jinas appears 
another hovering figure bearing a garland. On either lateral end of the image are 
carved two standing Jinas, one above tke other. The faces of both the Jinas are 
defaced and the genitals also are injured. The image may be dated towards the end 
of the 11th century A. D. 


Door-lintel Representing Jinas : ( Acc. No. 1724 ) 


In the middle of the door-lintel is carved a seated Jina sheltered in a miniature 
shrine with throne-frame-animals. Jina sitting on a cushion with a three-tiered 
umbrella and foliage on its sides has his hair done incurls with a top knot. The 
miniature shrine is flanked on each side by two standing figures, three of them being 
Jinas and the rest one figure to left writhed by the creepers round hands and legs 
epresents Bahubali. Bahubali, the second son of Rsabhanatha, was born of Sun- 
anda. He was venerated by both the sects of the Jainas.1* The heads of all the 
standing Jinas are damaged. Above the heads of these figures there appears, on 
either side, a Jina seated on bracket. The niche of each extremity also contains a 
seated Jina figure. Moreover, at right edge again appears a standing Jina, housed 
in a pillared niche. The present door-lintel representing nine Jinas and Bahubalt. 
may be dated to the 11th century A.D, _ 
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Foot-notes 

(1) The remaining five show the figures of Jaina goddesses, namely, Ambika, Mano- 
vega (more correctly fourteenth Vidyadevi Acchupta ), two Jaina couples 
( probably the parents of the Jinas ) and a Jaina Matrika ( without any Jaina 
characteristic ), 

(2) From whose open mouth are suspended festoons. 

(3) However, there is an exception to that ( Acc. No. 1682) which shows a lotus 
in the inner hand and a flywhisk, turned downwards, in the outer one. 

(4) Consult, Shah, U. P., Studies in Jaina Art, Varanasi, 1955, pp. 120-21. 

(5) ...asogavarapayassa ahe java sayameva caiimttthiyamn loyarn karei,... | 

Kalpasitra 195. 
( Ed. Devendra Muni, Sri Amar Jain Agam Sodha Sansthan, Shiai. 1968). 

(6) “‘...the Lord tore out the hair of his head in four handfuls, as if intending to 
give the remains of the sacrifice to the four quarters......As the Lord of the 
world was on the point of pulling out the rest of his hair in a fifth handful, 
Namucidevis asked him, ‘‘O Lord, this hair-creeper brought by the wind to 
your golden shoulders shines like an emerald. So let it remain.”? The Lord kept 
the creeper of his hair just as it was...” | 

Trisastisalakapurusacaritra, Adisvaracaritra, 3. 60-70. 
( Trans. by Helen M. Johnson, GOS. No. L1, Vol. I, p. 166, Baroda, 1931 ). 

(7) siddhana namukkara, kaiina ya paficamutthiya:n loyam / 

caiihi sahassehi samarh, patto ya jigo paramadikkham // 
Paumacariya 3. 136. 

(8) Dr. V. M. Kulkarni writes in his introduction to the Paumacariya that the 
work was composed sometime before the division of the Jaina community 
occurred. It is due to the noted fact that we find therein the references both to 
the Svetambara and the Digambara traditions. According to Dr. Kulkarni, 
“If it is insisted that a specific religious denomination be given to Vimalasuri, 
it would be more correct to describe him as a Svetambara writer than asa 
Digambara writer...... 

See, Introduction of Paumacariya, p. 22. 
(9) nir-lyucya bahu- nohagra-vallarih kefa-vallarth / 
jata-ripa-dharo dhiro jaini diksa:n upadade // 
| Adipurana of Jinasena ( early 9th century ), 17. 201. 
(Ed. Pt. Pannalal Jaina, Jiianapitha Martidevi Jaina Granthamala, Sanskrit 
Grantha No. 8, Varanasi 1963). | 
pajica-mustibhir ut-khatan vidaujah mardha-jan vibhoh / 
prati-grhya krtan mtirdhni ciksepa kstra-vari-dhan // 
Harivamsa Puraga of Jinasena (last quarter of the 8th century), 9. 98. 
~~ (Ed. Pt. Pannalal Jaina, Jnanapitha Martidevi Jaina Granthamala, Sanskrit 
Grantha No. 27, Varanasi, 1962 )e 


al 
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(10) Shab, U. P., ‘Beginnings of the Jaina iconograpby’. Bull Museums and Arch. in 
U. P., No. 9, June 1972, p. 7. He writes, “‘Rsabhanatha is further identified on 
account of the hair-locks falling on his shoulders, for, while the other Jinas 
plucked out all the hair, the first Jina, at the special request of Indra, allowed 
his back-hair ( falling on shoulders ) to remain, as they looked very beautiful’, 
But the Digambara tradition, as we earlier noticed, of the Jaina Puranas and 
also an early Jaina work-the Paumacariya clearly mention that Rsabhanatha 
like other subsequent Jinas also plucked out all his hair in five handfuls. 

(11) Consult Editorial Note, Adipurana of Jinasena op. cit., pp. 1-14; Manjula, 
Sadhvi, “The Identity of Rsabha and Siva”, Jain Journal, Vol. II, No. 3, 
Jan. 1968, pp. 133-37. 

(12) tara jfiatva vadhibodhena dharapi={o vi-nir-gatah / 
dharagyah pra- sphurad- ratna-phana-mandapa-manditah // 
bhadra:n tama-sthad a-vrtya tat-patni ca phana-tateh / 
upary=uccaih sam-ud-dhrtya sthita vajra=tapa-cchidam // 

- - Uttarapurana of Gunyabhadra (close of the 9th century ) 73. 139-40. 
( Ed: Pt. Pannalal Jaina, Jnanapi¢ha Mortidevi Jaina Granthamala, Sanskrit 
Grdantha No 14, Varanasi, 1968 ) 
ahiraii payahina jinaha devi / ie 
' vandat paya-pankaya navivibevi / =! 
uccaiu salilaha pugu jinindu / ~~ tis 
nah pevahi paha-yala sura-girifidu’/) °° 
avisagne jigavara-calana bev: / 
acchangaha uppari santhavevi / — 
titthayara-siraha lahe-laha-lahantu / 
kiii uppari phani-magdaii mahantu / 
Asivisu sattahi vara-phanehi / — 
Pasanahacariu of Acharya Padmakirti ( 1077 ), 14. 26. 
( Ed. Prafulla Kumara Modi, Prakrit text Society Series No. 8, Varanasi, 1965). 
...Dharana, the Indra of the Uregas ( Nagas )...went with his wives to the 

Teacher. Dharana bowed to the Master and placed bencath his feet a tall lotus with 

erect stalk, resembling the seat of an omniscient. The serpent-king cevered the Lords 

_ back, sides, and breast with his own coils and made an umbrella with seven hoods 

over his head...”’ 


Trigajtisalakapurusacaritra, Il, 247-295 ( Vol. V, No. 139, p. 396 ). 
Also see, Par{vanatha Caritra of Bhavadeva Suri ( c. mid 14th century ) 6. 192-93. 
( Ed. Hargovindadas and Becharadas, Varanasi, 19H ). 
(13) Shah, U. P., of. cit., p. 120: 
(14) The details are mentioned i in my paper ‘A Note on some Bahubali images from 
North India’, East and West, Vol 23, Nos, 3-4, 1973, pp. 347-53. 


—_—— se Se 


A UNIQUE IMAGE OF RSABHANATHA IN THE OLD ARCHAEOLOGICAL 
MUSEUM, KHAJURAHO 

The old open air Archaeological Museum—previously known as the Jardin 
Museum—at Khajuraho, possessing about thirty Jaina images, all belonging to the 
Candella period, preserves a unique image ( Acc. No. 1651 ) of the first Jina Rsabha- 
natha accompanied by the two most favoured Jaina goddesses, namely, CakreSvart 
and Ambika, in front of the pedestal. Before describing the present image, it would 
perhaps be appropriate here to note that Rsabhanatha was accorded at the site the 
most favoured position among all the subsequent Jinas.2 This is further supported 
by the fact that all the three remaining Jaina temples, namely, the Parsvanatha®, 
the Ghaptai* and the Adinatha, were dedicated to the first Jina Rsabhanatha, as 
indicated by the figure of CakreSvari, the Yaksi of Rsabhanaha, carved in the Lalaga- 
bimba of each of the three temples. 

Rsabhanatha wearing a srivatsa symbol in the centre of the chest is seated 
cross-legged in the attitude of meditation (paryankasana ) with hands laid in the 
lap, the wrists now being damaged. The Jina with his right sole injured sits on 
an ornate cushion placed on a pedestal, not supported by usual pilasters and lion 
figures. The pilasters of the two extremities and two lions, suggesting simhatsana, 
absent in some other Jina images, though.very few, of Khajuraho, are absent in 
the present image because the artist here intended to render at their places, the two 
Jaina goddesses. In front of the cushion, in the middle, is carved the cognizance 
of Rsabhanatha, the bull, flanked, at two corners, by two small figures of 
worshippers, much worn and represented with their hands folded in the attitude of 
adoration. A carpet bearing the figure of kirtimukha is hanging down from the 
pedestal, below which, in the centre, is carved a dharmacakra flanked by two 
devotees. 

1 two sides of the dharmacakra ate sculptured, in recessed portion, two four- 
armed seated goddesses. Right-hand goddess, wearing embellished coiffure, 
necklaces, dhot? and other usual ornaments, holds ee lotuses in her two left arms; 
while her right arms along with the legs are broken off. Below the seat appears her 
mount, lion. The figure certainly represents Ambika who, in Jaina sculptures of 
Khajuraho, enjoyed the highest position among all the Jaina goddesses. In all her 
four-armed sculptures from Khajuraho, except for in one case, she always rides on a 
lion and holds lotuses in her two upper arms. The segitaest of the lion mount and 
the lotus symbol inone extant arm, thus, makes its identification with Ambika, 
traditionally known as the Yaksiof Neminatha, doubtless. The goddess of the 
corresponding side, bedecked in decorated mukuta, necklaces and other usual 

Toaments, also, except Pa her upper right, has lost all her arms and legs. In the 
°) 
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extant upper right arm, she bears a mace. The figure of her vahana, garuda, some- 
what mutilated and represented in human form, is carved below the seat. By virtue 
of the representations of the garuda and the mace symbol we can, beyond doubt, 
identify the goddess as CakreSvari, the Yaks? of Rsabhanatha. 


The two recessed corners of the pedestal have been occupied by the four-armed 
figures of a male and a female, both seated in lalitasana with one leg dangling 
down from the pedestal and the other being folded thereupon. The goddess of the 
left corner betrays lotuses in her two upper arms, while her lower right and left 
show respectively the abhaya-mudr2, safety bestowing gesture, and a maiulinga, fruit. 
In the corresponding right corner sits a four-armed, bull-faced, figure which holds a 
parasu and a manuscript (2) respectively in its upper right and left arms; anda 
kamandalu in the lower left. With his lower right he displays some mudra, not 
discernible. The bull-faced male figure doubtless represents Gomukha Yaksa of. 
Rsabhanatha ; while the female figure appears to be Laksmf, instead of Cakreégvari. 
However, the figure of Laksmi, in place of Cakrefvari, was carved just to avoid the 
repetition. Above these figures there appears, on each side a four-armed female figure 
sitting in Lalita pose. Each of the two female figures similarly shows lotuses in the 
two upper arms; and a kamandalu ( or a matulinga )and the abhaya-mudra in the 
lower left and right respectively. In the “absence of the vathana or any other 
jistinguishing symbol these figures, in all probability, may be identificd with Laksmi, 
who was, of course, a popular goddess in: Jaina sculptures of Khajuraho and can be 
seen on the facades of the Par{vanatha temple and the corner of some of the door- 
lintels. Above the right-hand goddess appears a male figure surmounted by a four- 
armed figure of some unidentified divinity, whose attributes are, however, not 
discernible. } 


Rsabhanatha is attended, on either side, by a profusely ornamented male figure 
standing in tribhanga pose, with his both arms missing. These figures were certainly 
holding the flywhisks, now lost with the arms, just as the flanking attendants of 
the Jina images of Khajuraho and elsewhere. The hair of the Jina, arranged in small 
ringlets with small usnisa~protuberance,shows three lateral strands, falling on each 
shoulder. The nimbus behind the head consists of the blossom circlet bordered by a 
band with lozenge-shaped decorations. Above the head of Rsabhanatha is carved a: 
trilinear umbrella topped by a much injured disembodied figure beating the drum. | 
Above each shoulder of the Jina stands, on bracket, an elephant with riders, over 
which appears, on either side, three hovering fisures of maladharas. Besides. the 

oper: beings there appears, on either edge, a diminutive figure of standing Jina. 
Beneath these figures, on either edge, again stands a miniature Jina figure. 

— sculpture, measuring 50” 27” and fashioned in the buff-coloured 
sandstone, can safely be assigned to mid 12th century A.D. on the basis both of style* 
and iconography. ‘ 


* 


























— 
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Foot-notes 

(1) Another instance showing the figures of Ambika and Cakresvari, though 
unlike our figure occupying the two recessed corners of the pedestal, is known from 
the Temple No. 4 at Deogarh, U.P. The figure ( 11th century ) illustrated by 
Klaus Bruhn in his book The Jina Images of Deogarh ( Image No. 300) is, of course, 
a@ unique éritirthi i image of Rsabhanatha at Deogarh. 


The author has noticed?one more example of Rsabhanatha image 2 (1th eestathy 
in the State Museum, Lucknow Acc. No. 16.0.178 ). Here the two-armed Ambika 
showing a child and a bunch of mangoes (?), and riding a lion, is likewise depicted 
on the left of the dharmacakra. Another mutilated figure of the corresponding side 
represents Laksmi. CakreSvari is represented with the disc and garuda mount in the 
left recessed corner of the pedestal. The evidence of these images proves, without 
doubt, that such innovations in the sphere of the Jaina iconography were occurring 
simultaneously at other places also. The occurrence of such popular Jaina siete 
as Ambika and Laksmi, in the Rsabhanatha images of the mediaeval period at « 
Suggests that it was intended to accord an exalted position to Rsabhanatha among 
all other Jinas. 


(2) The number of the Rsabhanatha images is more than that of the Parévanatha 
and Mahayira,the latter two being represented by eleven and nine images respectively. 
The sculptural data from other places like Mathura ( Kankalr ‘Tila ) and Deogarh in 
U. P., and Akota near Baroda in Gujarat, also reinforces the same fact. atte 


~ (3) The presence of the figure of CakreSvart, the Yaksi of Rsabhanatha, in thé 
middle of the door-lintel (/alata-bimba) of the mandapa of the Parsvanatha temple, so 
also of the bull cognizance carved in front of the original throne of the i image installed 
in its sanctum,demonstrates that temple was, beyond doubt,dedicated to Rsabhanatha. 
This is further supported by the representation of the usual Yaksa-Yaks7 pair of 
Rsabhanatha, namely, Gomukha and Cakreévari, in the two ecessed corners of the 
original throne. Hence, the present name is misnomer. gi 

(4) Now its ardhamandapa and mahatmandapa only being extant. 
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IMAGES OF AJITANATHA AT KHAJURAHO 


Ajitanatha, the second Jina, is represented at Khajuraho by four images. All 

the images, worked out of the buff-coloured sandstone, vary approximately from 
19’? 14”? to 52”? 15” in dimensions. All the figures are now preserved in an open 
Air Museum, adjacent to the Adinatha Temple. The figures are assignable toa 
period from the 11th to the 12th century A. D. On the testimony of the statistical 
study of the Jina images of Khajuraho, it is evident that Ajitanatha was accorded a 
favoured position who in order of preference is placed after the three most poms 
Jinas at the site, namely, Rsabhanatha, Parsvanatha and Mahavira. 
Ajitanatha has been rendered with the full cortege of their accessory attributes 
including the astapratiharyas, Srivatsa and the lajichhana, elephant. As to the Yaksa- 
Yaksi pair, it is surprising to note that their figures have been carved in a single 
instance only (K 43). In other instances, the Yakja-Yaksi figures are dropped in 
favour of the tiny Jina figures, 

In three cases Ajitanatha i is represented as seatedicross-legged with his hands 
laid in the lap in dhyana-mudra on an ornate cushion, decorated with lozenge shape 
and floral design, and in one case, however, be stands erect as sky-clad in the 
kayotsarga-mudra (K. 22). The standing | Jina,is shown directly on the pedestal, while 
in other instances he sits on a lotus placed over an ornate cushion. In two examples 
the hair of the Jina is dressed in small tinglets with usnisa at the top, while in one 
case (K 22) head is lost. In remaining one instance, the hair is disposed in two 
cap rows of curls on the forehead and has been combed back in jaja fashion. 

1 edestal is borne by round pilasters carved at two extremities, which are absent 
in one instance (K 43). The covering cloth hanging on the front of the pedestal is 
deci Tame with kirtimukha from whose open mouth is suspended festoons. However, 
in one case (K 59) it also shows beads and lozenge-shaped decorations. In the 
centre of the pedestal is depicted a dharmacakra flanked by kneeling worshippers 
with folded hands. At two ends of the pedestal are also sculptured two lions, 
suggesting simhdsana, standing or sitting with their backs and faces turned tow ards 
each other, and in one case, however, they stand to front facing the observer. 
Barring a single instance (K 66), in all others the malanayaka is attended on either 
side by a standing male fly-whisk bearer, wearing rich jewellery, and with the inner 
hand bearing a flywhisk held above the shoulder and the outer hand resting on 
the thigh. Over the head of the Jina is shown a three folded chaira topped by a 

isembodied figure beating a drum, now damaged in two examples (K 59, K 66). 

First image ( K 66 ), measuring 23°5”x17”, exhibits the elephant emblem on 
left of the dharmacakra. On the lower most part of the simhasana are carved some 
flying figures. Ea essed corner of the throne is occupied by a seated Jina figure, 
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in place of Yaksa-Yaksi pair. The principal Jinais joined by two standing Jina 
figures. At each top corner, there also appears a standing Jina. The nimbus of the 
milanayaka is decorated with lotus blossom and beaded circle. However, the figures 
of the flying maladharas and elephants with riders, usually carved on the top parikara, 
are absent here. The figure is attributable to the 11th century A. D. ~ 

Second image ( K 43 ) measures 23’ x 16’ and is datable to the 11th century 
A. D. The halo shows similar decorations as referred to above. Over the head of each 
camaradhara figure is depicted a standing Jina figure. The top parikara shows the 
flying maladharas and elephants with riders. It is the solitary image of Ajitanatha at 
Khajuraho which contains. the Yaksa-Yaksi figures. However, the Yaksa figure of the 
left extremity is hidden under the plaster but on the corresponding right side, there 
appears two-armed Yaksi carrying a sword in her extant right hand. 
‘ Third image (K 59), measuring 27°’x15”’, is assignable to the 12th century A.D. 
Below the dharmacakra is carved the cognizance, an elephant. In the right recessed 
corner of the throne is carved a pair of the standing Jinas headed by a seated Jina, 
over which again appears a standing Jina, slightly smaller in size than the principal 
Jina. However, the figures of the left corner are now lost with the damaged portion 
of the throne. At the top parikara are also shown the figures of two seated Jinas and 
flying maladharas. At right top corner there also appears a seated Jina figure. The 
top parikara also exhibits at each end an. ‘elephant with two riders, of which one 
bears a vase. The aureole of the pllane yee is decked with blossom circlet and two 
rows of beaded bands. 

Fourth image (K 22), measuring 52’’x1 5”, is ascribed to the 12th century A. D. 
The head and left arm of the standing Jina are now damaged. Beneath the dharr 
is carved an elephant. Close to the feet of malanayaka sit figures of male and female 
adorers. In the left recessed portion of the image are carved-from below-three pairs 
of standing Jinas, one above the other. Under the feet of the principal Jina are 
carved five small figures, identifiable with the five grahas. However, the four grahas 
have not been represented. The first three figures similarly show the abhaya-mudra2 
and the kala‘a in two hands. The fourth figure is that of Rahu with human bust and 
the fifth figure is of Ketu with arms folded and its protion below waist resembling a 
snake. The top parikara exhibits two flying maladharas and elephants. with riders, 
The throne-back-ends are ornamented with the Jpeacsemeiag trio. . i 








IMAGES OF SAMBHAVANATHA AT KHAJURAHO 


Sambhavanatha, the third Jina, is represented at Khajuratho by four images. 
Of these, the image enshrined in the Modern Temple No.27 1s of no significance as 
it does not exhibit any accessory iconographic details and hence it has not been 
included in our present study. The image fashioned in the black stone, is inscribed 
in the Sarhvat 1215 (=1158). Of the remaining three images,? two are hewn out of 
buff sandstone and the rest one ( Temple No. 16) in grey sandstone. All the three 
images, varying approximately from 23.5” x17" to 50°? 34” in dimensions, are 
assignable to a period from the 11th to the 12th century A. D. 
The images of Sambhavanatha at the site follow a homogeneous formula of 
Jina representation, this being the case with all other Jina images of Khajuraho, 
Sambhavanatha has been rendered with the full cortége of their assessory symbols 
including astapratiharyas and the cognizance, horse. Regarding the Yaksa-Yaks? 
pair of Sambhavanatha, it may be noted that their standard and distinct 
iconographic form was not known to the Khajuraho sculptors. And in their 
representation the artists did not follow at all the injunctions of the Digambara 
‘texts.A Digambara Jaina text, the Pratishasaroddhara (of Agadhara : 1200-1250 A.D.) 
envisages for the six-armed Trimukha Yaksa of the Jina a disc, a sword, anda 
goad in the left arms, and a staff, a trident'and’a sharpened kartrika (dagger) in 
the right ones. It makes three-eyed Yaksa ride upon a peacock ( 3.131 ). The same 
text for the six-armed Yaksi Prajfiapti’ prescribes an arrow with crescent top, an 
axe, a fruit, a sword, an idhi and the varada-mudra. She rides over a bird (3.158). 
| All the three images of Sambhavanatha, marked with the srivatsa symbol in 
the centre of the chest, represent him as seated cross-legged in the attitude of 
meditation (dhyana-mudra) with hands laid in the lap and plams facing upwards. 
In two instances, Jina is seated on lotus petals spread over an ornate cushion, while 
in the remaining one (Temple No. 16) he simply sits on an ornate cushion. The ornate 
cushions, in all cases, are resting on simhasanas, consisting of pilasters at two 
extremities, which are damaged in two cases (Acc.No. 1715, and K 50). The two 
‘rampant lions, supporting the simhasana, are shown in each instance as seated with 
their backs and necks turned towards each other and confronting the observer in“one 
case (Acc. No. 1715). These lions, in each case, are intervened by a dharmacakra 
The simhasana, in each instance, contains in its centre the figure of horse, the 
cognizance of Sambhavanatha. The cognizance, in two examples, is carved below the 
dharmacakra, while in the rest one it is shown on the covering cloth (Temple No.16). 
A carpet, shown hanging from the throne, bears either mukta-varala with festoons 
suspended from its open mouth (Acc. No. 1715) or floral motif (K 50). 
The hair of the Jina is treated in curls with small usgisa. The Jina, in 
il! examples, is flanked by a pair of male attendants, wearing rich jewelleri¢s 
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and carrying a flywhisk, held above the shoulder, by one hand, while the other is 

shown resting on the thigh. On the back slab, above the shoulders of the principal 
Jina, in two examples, there appear two elephants with riders, while in the 
remaining one they are vanished completely (K50). Over the head of the Jina is 
rendered a trilinear umbrella surmounted by a drum, struck by a disembodied figure 
which is badly mutilated in one instance ( K50 ). The figures of the hovering 
maladharas, sculptured on either side of the trichatra, are single in one instance while 
in the remaining two they are shown with their spouses. 


First image (23.5” x 17’), lying in the Open Air Museum ( K 50,), adjacent to 
the Adinatha temple of Khajuraho, exhibits at its right top corner a ti ny figure of 
seated Jina, the figure of the corresponding left side is lost now. The mialanayaka is 
framed between two square pilasters and the bhamagdala behind his head shows-from 
centre outwards-small linear decoration, blossom circlet, and a beaded band 
bordered by stellate cut circle. On right recessed portion are portrayed four small 
Jina figures, of which two are seated and the two others are standing. The ends of 
the throne have been occupied by two identical figures of the two-armed goddesses 
seated in /alitasana and holding a sword and some indistinct object in their hands. 
The Yaksa figure has not been incarnated in the present instance since both the ends 
are occupied by Yaksi figures. In regard to-their attributes, the goddesses do not 
correspond with the prescriptions of any Digambara texts. On the basis of its style 
and iconography the image is assignable to the 11th century A. D. 


Second image (50”x34”’), preserved in the Archaeological Museum, Khajuraho 
( Acc. No. 1715), shows a pair of devotees with folded hands on two sides of 
the dharmacakra. The hands and legs of the Jina are mutilated in such a manner 
that his genitals are visible. The two-armed Yaksa-Yaksi figures, occupying the two 
shallow and pillared extremities of the throne, do not conform to the iconographic 
injunctions of the Digambara texts. The Yaksi of the left corner shows the abhaya- 
mudra anda lotus respectively in her right and left arms. The Yaksa of the 
corresponding right end holds probably a skull cup in his right hand and a mongoose- 
Skin purse in the left. The Yaksa is understandably Sarvanubh6ti ( or Kubera ), who 
was the most favoured Yaksa at Khajuraho and elsewhere. 





Above the Yaksa-Yaksi fiigures there occurs, on either side, a standing Jina, 
slightly smaller in size than the middle Jina, shaded by a canopy of five-hooded 
serpent with its top being damaged. These flanking Jinas standing as naked on 
brackets have their hair done in curls with protuberance. Hoods being five, both the 
Jinas are identifiable with Supargvanatha,the 7th Jina.Such renderings of flanking Jinas 
also occur in pretty good number of images at Khajuraho.3 Beside these Jinas,at each 
edge, appears a female attendant figure, wearing the usual jewelleries with dhammilla 
and carrying a flywhisk, turned downwards, in one hand, while other hand is resting 
on thigh. Further up on the top of each of the two pilasters, framing the mulantyaka, 
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is carved a. seated Jina, sheltered in a miniature shrine with three successive tiers 
and a warrior engaged in a fight with leogryph. One of the two riders ( of elephant ) 
of each side is shown with a pitcher in hands. Above the irichatra appears a much 
defaced figure of seated Jina, harboured ina pillared miniature shrine with three 
successive spires. At each top back slab occurs a hovering figure engaged in playing 
flute. The two throne-back ends of the image are ornamented with the gaja-ayala- 
makara trio, the last- one being surmounted. by a warrior in act of subduing the 
animal. The aureole around the head of the central Jina comprises blossom circlet 
and prominent garland-like outer band. The image is datable to the latter half of 
the 11th century A. D. i eae. | | 

Third image ( 35. 5’’x 24” ), enshrined in the Modern Temple No. 16, is of 
crude workmanship. The principal Jina with bulging eyes has a halo consisting 
of a band filled with lozenges and a central blossom circlet. Beside the celestial 
maladhara figures, there appears, on each side, a small ‘standing Jina figure. The 
throne ends contain the figures of two-armed Yaksa and Yaksi, seated in lalitasana. 
The Yaksa figure of the right end shows a matulinga (fruit) in his surviving left 
hand. The Y aksi of the corresponding corner | shows the abhkaya-mudra with her right 
hand and a fruit in the left. The image is attrtbutable to the late 12th century A. D. 





(1) The first image is exhibited in the Open Air Mus., Khajuraho (K 50), the second 
one isin the Ar shacological Mus., Khajuraho (Acc. No. 1715) and the third. 
one is installed in the Modern Temple No. 16. . | 

(2) The representation of two flanking Jinas, accompanying the principal Jina with 

: or without serpent hoods was also popular at Deogarh which is evident from a 
number of tri-tirthika Jina images scattered over the site. 





IMAGES OF NEMINATHA AT KHAJUR AHO 


Neminatha, the twenty-second Jina, has enjoyed undoubtedly a favoured 
position in the concrete representations through the ages. The distinguishing emblem 
of Neminatha is the conch and the Sasanadevatas associated with him are Kubera 
(or Sarvanubhati) and Ambika (Ktsmandi).The pot-bellied Yaksa Kubera rides over 
an elephant and invariably holds a mongoose-skin purse,this being his distinguishing 
attribute. The Yaksi Ambika riding a lion invariably bears an amralumbi 
( a bunch of mangoes ) and a child ( seated on the lap ) in her hands as her distinct 
symbols. It is to be noted that the conventional and standardized forms of retinas 
and Ambika were known to the Khajuraho sculptors. -, ifs 

Neminatha is represented by two images at Khajuraho. These images» are 
worked out of the buff coloured sandstone and vary from 26’’x15” to 54” 31” 
in their measurements. The figures are attributable to the 11th-12th century A\D. It 
may be said here that although the Yaksa Kubera. and the Yaksi Ambika 
were accorded the most favoured position.in the Jaina sculptures of Khajuraho,? 
their Master ( Neminatha ) could not ,receive that much veneration which is very 
much evident from the number of his separate sculptures. . The number of the 
Neminatha images is comparatively less than that of the Rsabhanatha, Parfvanatha, 
Mahavira, Santinatha, Ajitanatha, Sambhavanatha and Suparévanatha images. 

The images of Neminatha at Khajuraho are carved with all their attributes, 
namely, the astapratiharyas, srivaisa, distinguishing emblem (conch ) and the 
Yaksa-Yaksi pair. Both the figures exhibit Neminatha as seated cross-legged in 
dhyana-mudra on an ornate cushion decorated with lozenges and floral design. The, 
ornate cushion in one case (K 14) is placed over a lotus seat. The milanayaka 
is attended upon by a standing flywhisk bearer on each flank. Over the head of the 

rincipal Jina is carved a chatra-trayi topped by a prostrate figure beating a drum. — 

The first Neminatha image, measuring 26’? 15’, is enshrined in the Modern 
Temple No. 10. The cognizance (conch) of the Jina carved on the lowermost portion 
of the throne is much effaced. But the rendering of the Yakst Ambika makes the 
identification of the Jina with Neminatha doubtless. The throne ends are supported 
by two lions, suggesting simhasana. The lions are shown as peeping out from the 
pedestal. The usual dharmacakra and the covering cloth of the throne are absent here. 
At each throne end are carved figures of two devotees. The flanking camaradharas 
bear a flywhisk in the inner hand while the outer hand is resting on the thigh. On 
the lowermost portion of the throne, there appears seven seated figures, perhaps 
portraying grahas. 

The halo of the principal Jina is decorated with beaded bands and lotus petals. 
Above the triple parasol is sculptured a couple of flying maladharas on each side 
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over which their again appears a single hovering figure. The top parikara exhibits an 
elephant with riders at each end. 


The throne ends are occupied by the figures of two-armed Yaksa and Yaksi, 
seated in /alita-pose. The Yaksa shows the varada-mudra ( boon-conferring gesture ) 
with his right hand while the left one is resting on thigh. The Yaksa without the 
purse symbol cannot be identified with Kubera. The Yaksi Ambika supports a 
child, seated on her lap, with her surviving left hand. However, the lion mount of 
Am bika is conspicuous by its absence. The present Neminatha image is datable to 
c. llth centnry A. D. 


The second image, measuring 54” <31’’, is lying in the open Air Museum (K.14). 
The head of the malanayaka is lost now. The pilasters bearing the throne are also 
damaged. The lions of the throne are rendered as seated with their backs turned 
towards each other and facing the observer. The covering cloth hanging from the 
throne is ornaimented with the kirtimukha motif. Below the dharmacakra is depicted 
the conch emblem of Neminatha. The outer hands of the chauri-bearers are broken 
off but the inner hands carry flywhisks kept over their shoulders. The trilinear 
umbrella surmounted by a disembodied figure, beating a drum, is much worn. 


_ The top parikara contains the figures of the two couples of hovering maladharas 
topped by two other maladharas. An elaborately carved nimbus shows—from centre 
outwards—blossom circlet, prominent garland, ‘rosettes and lozenges. There occurs 
sporadic representation of the twenty-three diminutive Jina figures at the parikara, 
which along with the figure of milanayaka makes the present image a cauvisi of 
Neminatha. Of the twenty-three Jinas, one is provided with the five-headed cobra 
overhead: thus identifiable with Suparsvanatha. The throne-back-ends are 
ornamented with the gaja-yyala-makare trio. 





The two recessed corners of the throne contain the figures of the two-armed 
Yaksa and Yaksi, seated in lalitasana and joined by adorers. The right hand of the 
Yaksa Kubera, is damaged, while the corresponding left bears a mongoose-skin- 
purse. The Yaksi Ambika bears a bunch of mangoes in her right hand while with 
corresponding left she supports a child seated in her lap. The image is assignable 
to c. 12th century A. D, 


Foot-note 


(1) The Yaksa Kubera is represented by four separate sculptures. Barring the separate 
figures, he has also been portrayed as the attendant Yaksa of almost all the Jinas, 
_. other than those of Parsvanatha,at Khajuraho. At times even with Rsabhanatha, 
the iconographic form of whose Yaksa (Gomukha) was well known to 
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the Khajuraho sculptors, the two-armed Kubera has been carved. We may note 
here that the purse has always been his distinguishing symbol. Regarding the 
favoured position of Yaksi Ambika, it would suffice us to note that she has been 
represented by as many as eleven independent figures at Khajuraho. Besides 
she has also been depicted on one extremity of the seven door-lintels, of which 
one is attached to the Adinatha Temple. In accordance with the available 
iconographic prescriptions, she invariably rides over a lion and bears an 
amralumbi anda child in her hands, It may be remarked that contrary to the 
Yaksa Kubera, Ambika has never been rendered with any other Jina but 
Neminatha. 





A NOTE ON THE IDENTIFICATION OF A TIRTHANKARA IMAGE 
. AT BHARAT KALA BHAVAN, VARANASI 


| The image under discussion is procured from Rajghate, Varanasi and is now 
preserved in the Bharat Kala Bhavan, Varanasi (Acc. No. 212). The sculpture, 
representing a Jaina Tirthankara, is datable to c. seventh century A. D. ( Fig. 13 ). 
The figure, hewn out of sandstone, measures 17g ” X13”. 

The whole composition is divided into two parts being separatedin the middle 
by astone projection, showing lotus pattern design below it. In the upper part is 
carved the figure of the Tirthankara while in the lower are his Yaksa and Yaksi. This 
is a clear departure from the tradition where the figures of Yaksa and Yaksi were 
placed on the right and the left sides of the Tirthankara. 

The Tirthankara is seated cross-legged in the attitude of meditation on an 
inverted lotus. His chest.is marked with a Ssrivatsa symbol. The hands and the 
body of the Tirthankara evince deep meditation. Below, in the centre of the pedestal 
is carved a dharmacakra being flanked on either side by the lion figures. The lion 
on the left side is defaced. A circular nimbus with lotus flower design is shown behind 
his head. The hair is arranged in short schematic curls with a trilinear umbrella 
over head. At the top on either side are sculptured two flying maladharas. 
On the two sides appear two cauri-bearets.standing in iribhanga and showing 
high head-dresses. In the lower portion, ‘underneath the pedestal, is carved 
a tree, probably a caitya-orksa with a human figure on it. On the left side of tree is 
two-armed Yaksi having a child in her left hand and a lotus flower in the right. To 
her right stands another figure which might represent another son of Ambika, who 
is usually represented with her two sons, Siddha and Buddha, in the sculptures. Thus 
the identification of the Y'aksi with Ambika is almost certain.1 On the right side of 
the tree there stands the two-armed Yaksa in tribhanga pose holding in his left and 
right hands respectively a pot, probably full of gold, and a lotus; thus undoubtedly 
representing Kubera yaksa. 

The present image has been labelled in the Museum as Mahavira which seems 
implausible on two grounds. First, it does not show the usual lion cognizance of 
Mahavira. Second, Ambika is traditionally associated with Neminatha*. Hence, we 
can safely identify the image with Neminatha on account of the association of yaksi 
Ambika with the Jina. It may, however, be pointed out that whenever Ambika is 
sculptured with a Tirthankara other than Neminatha the usual /@ichhana has 


invariably been carved on the pedestal. 








(1) However, in some other early renderings of Ambika from Mathura and 
_ neighbouring areas also, we find that amralumbi has not been shown. 
(2) Shah, U.P., ‘Iconography of the Jaina goddess Ambika’ Journal of University 
éf Bombay, Vol. IX (N. S., 1940-41, pp. 147-69. 





A UNIQUE IMAGE OF RSABHANATHA IN THE STATE 
MUSEUM, LUCKNOW 


The State Museum, Lucknow possessing a number of Jaina images, mainly 
coming from the Kankalz Tila, Mathura, also exhibits an exquisitely carved i image 
of Rsabhanatha, the first Jina. The image ( Acc. No. 16, O. 178 ) hails from Orat, 
a place in the Jalaun district of Uttar Pradesh ( Fig 3 ). The image, measuring 
47.6” x 36.3”’, is fashioned in the buff-coloured sandstone. The aimportance of the 
image lies in the depiction, on two sides of the dharmacakra, of two Jaina goddesses; 
one of them being Ambika and the other one, much mutilated, is possibly Laksmt. 


The Rsabhanatha image following a homogeneous formula of Jina representa- 
tion, in effect also elsewhere during the early mediaeval period onwards, shows him 
with the full cortége of the accessory symbols and Yaksa-Yaksi pair. Jina is seated 
crosslegged in the dhyana-mudra with the ¢rivatsa symbol in the centre of the chest. He 
is seated on a lotus with its petals spread over an ornate cushion decorated with 
mukta-varala and jewelled lozenge motifs in its front. His soles and palms are also 
marked with cakra symbol. The hair of the Jina is disposed in spiral curls with 
usgisa - protuberance, at the top. The hair also shows three unplaited lateral strands, 
an invariable feature of Rsabhanatha, falling on each shoulder. The ornate cushion 
of the mitlanayaka is placed on a triratha pedestal supported by two lions, suggesting 
simhasana. The two lions standing with their backs turned to each other and paws up 
are represented with their necks turned somewhat inward. The lion figure to right 
( from visitor’s standpoint ) is severely damaged. Inthe middle of the throne is 
depicted a dharmacakra with suspended ribbons and also a bull, the cognizance of 
Rsabhanatha, carved alongside. The right and left corners of the throne have 
respectively been occupied by the figures of Yaksa and Y aksi. 


The two-armed pot-bellied figure of Yaksa, seated in Jalitasana with right leg 
hanging and the corresponding left being tucked up, represents Sarvanubhtti 
( Kubera-like Yaksa ). It may, however, be recalled here that Sarvanubhiti happens 
to be the earliest and the most favoured Yaksa of the Jaina pantheon who has been 
represented in art as the Yaksa of most of the Jinas, barring ParSvanatha, 
Suparfvanatha, and in cases Rsabhanatha.also. ~Customarily, there ought to 
have been Yaksa Gomukha at this situation. Sarvanubbiti bears a fruit, slightly 
mutilated, in right hand, while the corresponding left shows a mongoose-skin 
purse. Close to his feet on two sides are carved two vases filled with coins, 
nidhi, of which one is turned on ground. showing coins. coming out and poaticeeds 
The Yakga is bedecked in peckineek armlets, sanesanpdente sad decorated headd 
with. long wavy jai. eity Hod Lev isets a4 desi 7 eooete! seth grees 
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The corresponding left corner of the throne contains the figure of an eight- 
handed Cakreévari, seated in /alitasana on garuda ( represented in human form ), 
who is supporting her with its two hands. The Yaksi is embellished with tall jaga- 
mukuta, necklace, ear-rings, scarf, armlets, dhoti and other usual jewelleries. 
Cakrefvart is conceived as the Yaksi of Rsabhanatha. She shows here a 
thunderbolt, a mace, a snake ( may be a purse even ), a disc, a bow, and the abhaya- 
mudra in her surviving hands. At each side of the goddess appears a devotee, much 
defaced, with hands folded in supplication. On lowermost part of the throne, in two 
recessed registers, are harboured four figures of the worshippers, two in each, with 
folded hands and also with offerings. 


The most striking feature of the present image is the rendering of two 
goddesses, seated in lalitasana, on two sides of the dharmacakra. The two-armed 
goddess, sitting to right, has lost her right hand but with left she holds a long- 
stalked lotus. She sits ona lotus seat with its stems being delineated below. The 
goddess may be identified with Laksmt who undoubtedly has enjoyed a favourable 
position in Jaina pantheon. The figure on the corresponding left side is much 
effaced and represents Ambika, the Yaksi of the 22nd Jina Neminatha. Ambika 
rides a lion and holds a ghanta topped by a trident in her right hand while with the 
left she supports a child seated in her lap and touching her bosom. Behind the heads 
of these goddesses are depicted prominent garland-like motif forming aureoles. It 
nay be pointed out here that the rendering of the two goddesses flanking the dharma-_ 
cakra was an innovation on the part of the artist, which probably suggests relatively 
favoured position enjoyed by Ryabhanatha. The association of Cakresvari, Ambika 
and Laksmi, the three most popular Jaina goddesses,with the Jina thus establishes an 
excelled status of Rsabhanatha, among all the twenty-four Jinas. | 





notion is further strengthened by the evidence of two other images of 
Rsabhanatha likewise representing the figures of Ambika, Cakresvari and 
Laksmt. In one instance, now preserved in the old Archaeological Museum, 
Khajuraho (Jardin Mus., Acc. No. 1651 ), Cakreévart and Ambika, are carved on 
two sides of the dharmacakra,and unlike our figure a goddess with lotuses in two upper 
hands, undoubtedly representing Laksmi, is also shown at left corner of the throne. 
The shift in the position of Laksmi is because in the former example, from the State 
Museum, Lucknow, the Yaksi occupies her prescribed position, i. e. left extremity 
of the throne. The other example with the figures of Ambika and CakreSvari, is 
known from the Temple No. 4 at Deogarh in Uttar Pradesh. Here Yaksi Ambika 
oceupies the right recessed the throne, where Gomukha Yaksa ought to” 
n carved. | eparture from the tradition. However, the figure 

psence in the Deogarh image. On the strength of 
erved hére that the ecourrence of such goddendes. 
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on the thrones of Jina images was seemingly confined to the Rsabhanatha images 
and that even to the images from Uttar Pradesh and Madhya Pradesh. The fact 
that Rsabhanatha was accorded the most favoured position in the list of the twenty- 
four Jinas, represented as they are in art, is further reinforced by the statistical 
study of the iconic data spread over some of the prolific Jaina sites, such as the 
Kankali Tila, Mathura and Deogarh in U. P., Khajuraho in M. P. and Akota near 
Baroda in Gujarat; where the frequency of the Rsabhanatha images is relatively 
much higher than the other favoured Jinas, like phsie angen Suparsvanatha and 
Mahavira. 

The Jina is attended, on two sides,*by a pair of standing male figures, wearing 
such rich jewellery as tall decorated mukuta, ear-rings, necklace, armlets, bracelets, 
‘upavita, waist-band, dhoti, and carrying a flywhisk, held above the shoulder, by one 
hand, while the other hand is resting on thigh. Above the camaradhara figure, on 
each side, there appear two pairs of diminutive Jina figures, one above the other. 
Each Jina figure seated on a cushion with halo and two drooping leaves, suggesting 
asoka tree, has suffered damage. The heads of the Jina figures in the upper pairs 
are completely damaged along with the upper parikara of the image. As a result of 
the parikara being damaged, only the lower half of the ornamental nimbus of the 
Jina is now extant. It consists of ( from-centre outwards ) a band filled with dots, 
foliated scroll with a dotted band and a band flanked by beaded rows. 

_ On the basis that no sign of drapery hanging below the folded legs of the Jina 
is visible, as has generally been the case with the seated Jina figures of the Svetambara 
sect, the image may be deemed to have beena product of the Digambara sect, 
supported also by the fact that the images yielded by Uttar Pradesh are’ invariably 
the cognate products. The disciplined body of the Jina indicates deep meditation, 
while half-shut eyes evince inward look, which is achieved only after the passions 
are burnt in the fire of knowledge ( kevala-jiana ). The image can safely be assigned 
to the 11th century A. D. on the basis both of style and iconography. 





AN IMAGE OF NEMINATHA FROM DEOGARH 


| The prolific Jaina site at Deogarh, situat ed in the Lalitpur District of Uttar 
Pradesh, yielded a vast amouut of archaeological material ranging in date from the 
ninth century (sativat 919=A. D. 862) to the 12th century A. D. The number of the 
images, exclusively the product of the Digambara sect lies. some where between 
1000 and 11002. The present image of Neminatha, enshrined in ~ the 
Temple No.2, is a solitary instance at the site, which renders him with Krsga- 
Vasudeva and Balarama, his cousin brothers?. The image, fashioned in’ ‘the red 
sandstone and measuring 55’’x20”,is attributable to the 10th century A.D. on stylistic 
grounds ( Fig. 14 ). dda | | | | 

Jina, wearing the frivatsa mark, stands as sky-clad in the kayotsarga-mudra 
on a sitthasana, now badly damaged but some portion of the two lions supporting 
the throne being still extant. The two recessed corners of the throne are 
occupied by the figures of two-armed Yaksa (right ) and Yaks? (left ), seated in 
lalitasana. Both the figures similarly show the abhaya-mudra with right hand and a 
matulinga ( fruit ) in the corresponding left. Further above, close to the feet of the 
Jina, sit two kneeling devotees with folded hands, now severely mutilated. Jina is 
flanked by two haloed attendants standing as they aren tribkanga. Each attendant, 
wearing tall decorated headdress, necklace, .upavita, scarf, bracelets, ear-pendants, 
and dhoti, bears‘a flywhisk, resting on shoulder, in inner ha nd, while the outer hand 

Above the camaradharas ate sculptured the figures of Balarama and Krsya- 
Vasudeva, standing on brackets. The two-armed figure of Balarama, provided with 
a five- hooded cobra overhead, stands in the tribhatga pose on right of the Jina. He 
holds a fruit in the right hand and a plough in the left. His hair is dressed in flattened 
manner with a bump on back. The four-armed figure of Krsga-Vasudeva, wearing @ 
kirttamukuta and standing in the samabhanga pose on left flank, carries a conch and 
a disc in his right hands, while the left ones show a disc ( ? ) and a mace. Although 
the cognizance of the Jina is lost with the broken portion of the throne, yet the 
representation of Balarama and Krsna-Vasudeva with the Jina is enough to identify 
the Jina with Neminatha. The instances exhibiting Balarama and Krsga-Vasudeva 
with Neminatha are also known from Mathura in U.P.,and Vimala Vasahi and Lina 
Vasahi at Mt. Abn in Rajasthan ( Fig. 15). Balarama and Krsga-Vasudeva were 
incorporated in Jaina pantheon as cousin brothers of Neminatha. To prove the 
superiority of Neminatha over Krsga a situation for the trial of strength between 
the two was also created in Jaina versions of Krsya stories in which Neminatha 

Further up, above the figures of Balarama and Krsga-Vasudeva, there appears 
on each side a standing male figure holding a pitcher for anointing the Jina. At cach 
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top side is carved a somewhat mutilated couple of hovering figures surrounded by 
cloud, Male bears a garland while female shows a fiywhisk. Behind the head of the 
Jina is rendered a nimbus composed of lotus petals and a beaded circle. Over the 
head of Jina is a triple parasol topped by a disembodied figure beating a drum, now 
much mutilated. The hair of the Jina is done in spirals with short lateral strands 
and a small usgiga. The mailanayaka holds lotuses in both of his hanging hands, 
which was indeed a recurring feature of the early mediaeval Jina images. 


Foot-notes 

(1) Bruhn, Klaus, The Jina-Images of Deogarh, Leiden, 1969, Introduction. 

(2) The photograph published by Bruhn ( fig. 197, inhi No. 235) illustrates only 
the portion above the knees of Neminatha and that too is not much clear. As to 
the image Bruhn just writes, “A strange feature is the representations of 
Balarama and of a Visgu-like sys. to the left and to the right of the Jina 


7 p- 163 ). 
Tiwari, Maruti Nandan Prasad, ‘Jaina Sahitya aur Silpa mefi Krsna’, 


"(Bindi ), Kadambint ( Monthly..Publication of Hindustan wean Oct. _— 
pp. 82-87, 3 | 
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AN IMAGE OF MAHAYIRA IN. THE BHARAT KALA BHAVAN, VARANASI 
“the Jaina collection of the Bharat Keli’ Bhavan at Varanasi includes a 
iEadid Gpta'period Jina image ( Acc. No. 161 ),. which is. perhaps, the, second 


eatliest-known Jina image showing the cognizance. The sculpture, hewn out of 


the Bur'coloured Sandstoné and measuring 56” x42”, is peeled’ off at different 
places. The provenance of the image is Varanasi. x 

The Jina is seated cross-legged in dhyana-mudra with hands laid in the lap 
and palms facing upwards. He sits on 4 simple pedestal, below which is 
rendered a huge Visvapadma, now much effaced, extended down to the dharmacakra. 
The chest of the Jina is marked with the {rivatsa symbol, very much obliterated. 
The hair disposed in.schematie curls.shows, 0 usnisa..An-elliptical nimbus, unlike) 
the, Jina im of the. Gupta age from. Mathura: and other places, does not show 


any carving. The. disciplined body ,of ,the, Jina indicates’ deep meditation; «while 
suprean, MRP WIENS ( kevala-jnana ) attained after complete victory over Fassions. 
The image showing other Gupta chara ristics can, on stylistic grounds, be dated 
to the fifth-century’A Dy As.comp ared with the: Gupta image of ‘Neminatha from 
sg set hill)? andiother Gupta sculptites from Mathura ( Kaikals ‘T1i3 ), 
the present image, in no way, can be placed after the fifth century A. D. : 

The Jina is attended on either side by a male figure holdiog a flywhisk, kept 
on the shoulder, in the outer hand anda lotus in the inner cne. Tia folk 
wearing a turban-like head-dresses, are embellished with necklaces, ear-rings, 
armlets, bracelets and waist-bands. On each side of the halo there appears a 
hovering figure of celestial being. The right-hand figure holds a garland while the 
figure on ihe corresponding left bears some -ndistinct object. These figures show 
typical Gupta head-dresses. : 












On the lowermost part of the pedestal, in the centre, is carved a dharmacakra 
flanked by two lions, sitting and facing the dharmacakra. At the two extremities of 
the pedestal, the usual place for portraying two lions, suggesting simhasana, 
are sculptured two small Jina figures seated in dhyana-mudra. It should be 
noted that the flanking lions of the present image do not represent sirihasana. 
The two lions supporting the throne, on the contrary, are invariably rendered 
in the Gupta Jina figures at the two extremities of the pedestal. Hence, 
the two lions, flanking the dharmacakra, in the present instance, undoubtedly 

fepresent the cognizance of the Jina. The practice of carving the, 


distinguishing emblems of the Jinas on two sides of the dharmacakra Was 











of course, prevalent during the Gupta period. The flanking lions, staading for the 
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lion cognizance of the twenty-fourth Jina Mahavira, thus make the identifica tio) 
of the image with Mahavira doubtless.” The prevalence of. the “game rac ick is.) 
revealed by another Jina image from Varanasi, ‘belonging to, the late sixth or Carly.” 
seventh century A. D.. The image representing Ajitanatha, the second. Jina, shows ; 
two elephants, his cognizance, standing, and facing, each other. . The image. is now, 
preserved in the State Museum, Lucknow (Acc. No. 49,199).9 
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However, ‘one more Gupta sculpture showing such — practice ‘is ‘known from’ 
Rajgir.4 The image bearing a mutilated inscription in the Gupta character: 
refers to Chandragupta (evidently Chandragupia-II-c. 375-413 A. D. of the Gupta : 
dynasty) and represents the twenty-second Jina, Neminatha. Here Jina’s cognizance, 
conch, is carved on the two sides of the dharmacakra,® represented in the form of 
Cakrapurusa. The image, like the figure under discussion, shows two small Jina figures 
on the pedestal. The representation of the two small Jina figures on the pedestal of 
the Jina images of the Gupta period is also noticed in two other instances hailing from 
Mathura. Of these, one is deposited in the State Museum, Lucknow (Acc. No. J 121) 
while the other is in the Archaeological Museum, Mathura. 


The importance of the present image of Mahavira, as pointed out earlier, lies 
in the fact that it is, perhaps, the second earliest-known Jina image showing the 
introduction of the recognising symbols of the Jinas. It also bears testimony to the 
prevalence of early practice of. showing Jina’s cognizance on the two sides of 
the dharmacakra. 


_ SS = = 
Foot-notes 


(1) Chanda, Ramaprasad, ‘Jain Remains at Rajgir’, Annual Report, Archaeological 


Survey of India, 1925-26, pp. 125-26; Shah, U. P., Sindies in Jaina Ari, Varanasi, 
1955, p. 14. 


(2) U.P. Shah has also identified this image with Mahavira. See, ‘A Few Jaina 
Images in the Bharat Kala Bhavan, Varanasi’, Chhavi : Golden Jubilee Vol., Varanasi 
1971, p. 234. He writes. “The preference of the lions instead of the deer facing the 
dharmacakra is noteworthy as this shows the early practice of carving the cognizance 
of a Jina on two sides of the wheel. Thus this image represents the Tirthankara 
Mahavira...” 


(3) Sharma, R. C., “Jaina sculptures of the Gupta age in the State Museum, 
Lucknow,’ Shri Mahavira Jaina Vidyalaya Golden Jubilee Vol., Bombay, 1968, Eng. 
Sect. p. 155; Fig 11. 

(4) At is the earliest-known image of fina showing the emblem: : 
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x) Two other images of Sanieee. | from Raigir also show the same 
practice. These images have been ublished by Ramaprasad Chanda,op cit., pp. 121-27. 
In one image of about eighth century the cognizance bull is carved on two sides of 
dharm cakra, —— ae other (PI. LVI, fig. d). The other example of about 
century evin 1¢ bull cognizance at two extremities of the pedestal, instead 
of biilig’® on two sides of the dharmacakra (Pl. LVI, fig. 2). The Sonabhapdara 
cave pie - contains 6 sculptures of Ajitanatha and Mahivira with their 

e cognizances-elephant and lion-carved on two sides of dharmacakra. 















AN UNPUBLISHED TRI-TIRTHIKA JINA IMAGE FROM DEOGARH?°®” 


* Deogarh (Lalitpur, U. P.) has yielded a large number of separate Jina images 
representing them in two customary postures, namely, the kayotsarga-mudra and 
the dhyana-mudra. The Jina images at the site also-include the doi-tirthika, trt-tirthika* 
and the Gaumukha figures. We may note here ia. passing that we could find only 
eleven‘out of the twenty-four Jinas in Deogarh collections?. Besides the Jina images, 
an adequate number of Yaksi figures are also scattered over the site*. The collective 
rendering of the series of the 24 Yaksis, considered to be the earliest-known’ 
representation of the 24 Yaksis, finds depiction on the exterior wall of the Temple 
No. 12 ( 862 A.D. ). Moreover, a sufficient number of separate figures of CakreSvari, 
Rohini, Ambika, Padmavati and Siddhayika, respectively the Yaksis of Rsabhanatha, 
Ajitanatha, Neminatha, Parsvanatha and Mahavira, are also available at the site. 


Here we shall discuss tri-tirthika Jina image representing the three most 
popularisJinas—Neminatha, Parsvanatha and Mahavira, respectively the twenty- 
second, twenty-third and twenty-fourth Jinas at the site. The image, fashioned in 
the buff sandstone, is incorporated in the northern enclosure wall of the Temple 
No. 12. It is assignable to the 11th century A. D. The image, somewhat mutilated, 
exhibits three Jinas with identical iconographic details except for the rendering of 
their cognizances. | 

Each of the three Jinas is shown as sky-clad and standing in the kayotsarga- 
mudra on a carpet spread over the simhasana, supported by two lions, The lions, in 
each case, are represented with their backs and necks turned towards each other. 
The two lions, in each instance, are intervened by a dharmacakra over which hangs a 
covering cloth with the respective emblems of the Jinas. On the strength of these 
cognizances,'starting from the right (from viewer’s standpoint ), the Jinas can be 
identified with Neminatha ( with conch ), Parfvanatha ( with snake ) and Mahavira 
( with lion ). The figure of Parsvanatha is also provided with the seven-hooded cobra 
overhead. 


Each Jina, marked with a érivatsa symbol on the chest, has his hair done in 
small curls with a protuberance. Excepting ParSvanatha, who has snake canopy, 
the other two Jinas are provided with plain aureoles. The Jinas, in each case, 
are © flanked: ‘by a pair of standing male attendants, bedecked in usual jewelleries and 
carrying a flywhisk-held above the shoulder in one hand. Close tothe feet of eaeh 
Fina there occur two adorers with their hands folded in namaskara-mudra. Over the 
head of each Jina is.carved a chatra-tray2 topped by a prostrate figure beating a drum 
and joined by a pair of hovering maladharas. The Yaksa-Yaksi figures are 


conspicuous by their absence. 
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Foot-notes 
e POMS, of the pea g Jina images of Deogarh contain the figures of 


Qa - Ryabhanttha, Ajitanatha, Sambhavanatha, Abhinandana, Padmaprabha, 
ee, I Santinatha, Neminatha, Parévanatha, 
-» Mahavara. | BITE 


@) ~ However, the concrete manifestations of the Yaksas were not popular at the 
| ~ site and only a few scultptures of Gomukha and Kubera ( or Sarvanubhoti ) 
““‘Yaksas are available at the site. a 
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A UNIQUE TRI-TIRTHIKA JINA IMAGE FROM DEOQGARH 


The presen éri-tirthika Jina image from Deogarh is a solitary instance at the 
site? which depicts Sarasvati along with three Jinas.? The image, fashioned in buff 
sandstone, isincorporated in the western exterior wall of the Temple No. 1.8 
Itis attributable to the late 11th century A. D. (Fig. 35). The representation 
of Sarasvati with the, Jinas may be interpreted as its sculptor’s inclination to put 
Sarasvati’s status as honourable as that of the Jivas. It. may be noted that at 
Deogarh similar attempts were made in the case of Bahubali,* Bharata Cakravartt 
and Jaina Acharyas, who are all rendered with the Jina figures.° The idea which 
might have given some impetus in portraying Sarasvati with the Jinas in ‘the’ present 
tri-trithika image was, perhaps, to show.simultancously with the Jinas the symbolic 
representation of their preaching® (or so to say the Jaina literature) in the form of 
a manuscript invariably held by Sarasvati.? It may be underlined that as ry eS, 
Sarasvatt i is said to have presided over the preaching of the Jinas.® pe 


The present image represents three Jinas with similar details, two on ‘its Get: 
and the third one on its left side face (facing north). However, the accessory details, 
including cognizance, of the third Jina figure (on north face) are somewhat hidden 
under the plaster. Each of the three sky-clad Jinas is represented in the kayotsarga-— 
mudra ona separate carpet spread over the szmhasana, supported by two lions. The © 
lions, in each case, are shown with their backs and necks turned towards each other 
and one paw raised. The two lions, in each case, are separated by a dharmacakra 
over which hangs a covering cloth from the pedestal with the respective cognizances 
of the Jinas.. .On.the testimony of these emblems, only two frontal Jinas can be 
identified as the second and the third Jina, namely, Ajitanatha (with elephant ) and 
Sambhavanatha ( with horse ), Each Jina, with a Srivaisa mark on the chest, has a 
plain nimbus behind the head. The hair of the Jinas,arranged in small curls, shows a 
small usgisa. Each Jina is attended, on two sides, by a pair of standing male « 
- camaradha-as wearing usual ornaments and carrying a flywhisk held .above the» 
shoulder by one hand while other hand is resting on the thigh. Close to the feet of 
each Jina there appear two worshippers with hands. folded in supplication. Over 
the head of each Jina is rendered a triple parasol topped by a disembodied. figure 
beating a drum and flanked by two hovering figures of the maladharas..._ - 


__.,, At the right extremity of the image, beside the figure of Ajitanatha, is depic 
‘the.. figure. of four-armed Sarasvatt, standing in the tribhahga pose on a simple 
poseetales Shes is eeancinwed with a halo bets a ae maladhara figure at left top side. 
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beneath the pedestal.® She bears a rosary (aksamala) and a lotus (chatra-padma) 
respectively in her upper right and left hands, while her lower right and left 
show the varada-mudra ( boon-conferring gesture ) anda manuscript ( pustaka ). 
Regarding the attributes held by Sarasvatt, it is surprising to note that as against 
the Digambara dhyanas, the figure corresponds to the injunction of a Svetambara 
text—the Nirvanakalika of . Padalipta Sari (c- 10th-11th century A. D. )— 
which envisages the sarada and a padme in right hands, and a manuscript and 4 
rosary in left,2° though the emblems inthe hands of our image are juxtaposed. 
Sarasvati, wearing sar? and bodice, is decked with the karanda-mukuta, necklace 
with pendants, stanakara;\ ear-pendants, girdle with suspended festoons, armlets 
and bracelets. urs Dae 





Foot-notes io leas | 

Ql) Klaus Bruhn in his work The Jina-Images of Deogarh, Leiden, 1969, has not 
alluded to the present image. | | 
are known but the representation of Sarasvati, in the 
in the fri-tirthika Jina image has not been known earlier. To that extent the present 
image could be considered unique amongst all the known Jina images from all over 

“ Q) Since Temple No. 1 is not properly restored, all the images on. its eaiie 
are expos ed to the weather. Hence.the present sculpture, like others, is encrusted 
with, moss. 


| 





es containing a tiny figure of Sarasvati on the parikara 
same size as that of Jina figures, 





(4) The details are mentioned in my paper A Note on Some Bahubalt Images from 


North India, East and West, Vol, 23, Nos. 3-4, pp. 347-53. 

(5) The Jaina canonical literature, however, does not allude to such represent- 
ations. All these represet tations, suggesting artists’ innovations, are, to the best of 
our knowledge, limited to the Jaina site at Deogarh. | 

(6) Tvamasi ca Jinavani svestamuktyanga mukhya/tadiha tava padabjambharibhakt yam 
namamah || itt $rutadev? stavanam pathitoa pratimopart puspanjalim ksipet || Pratisthaii- 
lakam 17 Parva, p. 762. (composed by Nemicandra— 1543; No information printed ir 
regard to the editor, place and yeariof publi-ation). | 

'» (7) Popularity of symbolic representation of the preaching of Jinas at Deogarh 
is further evidenced by a number of figures of the Jaina Acharyas ( about forty 
figures ) showing invariably the ayakhyana-mudra and a manuscript in their hands. 
The Jaina -Acharyas are ‘represented either in independen' figures, or with Jinas 
or. with Gaumukha Jina figures, where they occupy either one or two of its 
faces. © The popularity of the: Jaina Acharyas 1s significant inasmuch as their 
representation always with a manuscript: symbolises the preaching of the Jinas.It 
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(8) 


(9) 


may be noted that perhaps nowhere else the Jaina Acharyas were accorded so 
honourable a status as at Deogarh. 

It may be presumed that to popularise the symbolic representation of 
literature, the necessity of visualizing the concrete form of Sarasvati with 
manuscript was felt in the Kuskana period, which is evidenced by an image of 
Sarasvati of the-Kushana age (132A.D.), housed: in: the State ‘Museum, 
Lucknow ( Acc. No. J. 24). This is the earliest-known image of Sarasvatt 
among all the creeds,.See J: P. Jain, “Genesis of Jaina Literature ‘and the 
Saraswati Movement”, Bulletin of -Museums and Archaeology in U. P. 
( Lucknow ), No. 9, June 1972, pp. 30-33. 

Indradadhasca Oi hrim maynravahinyai namah iti va gadhidevatam stndipaiyaly™ 
Pratisthasaraddhara of Agadhara, 6. p. 132. See U. P. Shah, ‘The Iconography 


of the Jain Goddess Sarasvatt’, Journal University of Bombay, Vol. X ie 5) 


Pr. 2; Sept. 1941, pp. 205-06. 


(10) Srutadevatan Suklavarnan harnsavahanaii caturbhujam oaradakamalanvitadaks- 


inataram pustakaksama lanvitavamakaram ceti | 
| Ni roanakalika, p. Ces 


(ed. by Mohanlal Chameadae: Muni Srt Mohanlal Jaina Granthamala 5, 
Bombay, 1926 ). 4 


11 
YAKSIS 
THE ICONOGRAPHY OF THE J AINA YAKS! SIDDHAYIKA 


Yaksas and Yaksis constituting a class of semi-divine beings of Jaina pantheon 
are technically known as Sasanadevatas, guardian deities of the order. They figure in 
Jaina pantheon as the subsidiary deities. According to the Jaina belief, Indra appoints 
a Yaksa anda Yaksi to serve as attendants upon every Jina. Thus they are mainly 
the attendant spirits regarded as devotees of the Jinas. In Jaina representations they 
possess attributes semi-divine, and also symbolic meaning of various kinds. On the 
basis of the literary and sculptural evidence, we may surmise that sometime in eighth- 
ninth century A. D. the pairs of Sasanadevatas for the twenty-four Jinas were 
evolved. But their detailed and individual iconography~ could be settled only in the 
11th-12th century A. D. One of the earliest instances of the collective representations 
of Yaksis is known from the Temple No. 12 at Deogarh ( 862 A. D.). At Deogarh 
the idea of associating a Yaksi with each of the twenty-four Jinas with different 
appellations could only be manifested, but their independent iconography was not 
yet settled, except for Ambika, a Y'aksi -of longer tradition. Several of the Yaksis in 
Deogarh series bear direct influence of the Svetambara Mahavidyas whose tradition 
was certainly older than the Sasanadevatas. 

It may be underlined here that despite the fact that all the iconographic texts 
from c. 11th century onwards treat of the iconographic forms of the twenty-four 
V aksa-Yaksi pairs, the independent forms of only Gomukha-Cakresvart (of 
Rsabhanatha ), Sarvanubuati or Kubera-Ambika ( of Neminatha ) and Dharanendra- 
Padmavati ( of ParSvanatha ) could be incarnated in art. Sometimes Sasanadevaias 
of Suparfvanatha, Candraprabha, Ssntinatha and Mahavira also possess independent 
iconographic forms. The Y aksa-Yaksi pairs associated with all other Jinas generally 
show identical features with very few exceptions exhibiting iconographic peculiarities. 

The images of Siddhayika, the Yaksi of the 24th Jina Mahavira, available from 
different parts of India, are generally noticed as part of the sculpture of Jina 
Mahavira. In all such examples her prominent symbols are lion mount and a book 
just as a citron. Her separate images are rathertrarer in Northern India but in South 
India, especially in the Tamil country, she enjoyed much popularity and prominence. 
After Ambika, the Yaks2 of the 22nd Jina Neminatha, Siddhayika was the only 
deity to receive great reverence and devotion ia Tamilnadu. There is a bulk of 
iconographical and also epigraphical evidence to show that in the Tamil country, 
the Yaksi was accorded an independent status and raised to a very superior position, 
almost equal to that of the Jina. In some instances the worship of Yaksi appears 
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to have superseded and overshadowed even that of Jina himself.2 Most examples 
of Siddhayika image evince a departure from canonical injunctions in regard to her 
attributes and number of arms, which was eithera mistake on the part of the 
sculptors or there existed some other iconographical text in that area, according to 
which the images may have been fashioned, but now lost. 


Siddhayika on the basis of the textual descriptions seems to have been 
worshipped mainly in two varieties of form, namely, the two-armed and the four- 
armed, though her six-armed and twelve-atmed varieties are also known. 


The two-armed variety of goddess seems to be favoured only by the Digambaras 
as her iconography is enunciated only in the Digambara texts. Pratisthasaroddhara 
of Agadhara (A. D 1200-I250)® describes the two-armed ¥ aksi_ as having gold 
colour and sitting on a bhadrasana, and holding a book and one arm in 
varada-mudra, boon conferring gesture. Her mount is lion. On the other hand, 
the dhyanas eajoined by Pratisthasarasamgraha* and Pratisthatilakam® mentioning 
similar feature, do not refer to her vthana, lion. T. N. Ramachandran 
gives a two-armed Digambara variety of the Yaksi which is from the laudatory 
verses recited in Canerese by the temple priest at Jina Kaficht. In the verse, she is 
represented as seated in lalita-pose with hamsa as vthana and bearing abhaya-mudra in 
right hand. Her left hand is hanging down.5A A non-Jaina text the Apardjitaprecha 
of Bhuvandeva (c. 12th century A. D.)° prescribes abhaya-mudra, safety bestowing 
gesture, instead of varada-mudra in one of her hands, 


Both Mirvagakalika of Padaliptacarya (c. 10th-11th century A. D. )? and the 
Trisastis alakapurusacaritra of Hemacandra (c. mid 12th centuryA. D.)® describe four- 
armed goddess as having green complexion and riding on a lion. In the Nirotnakalika 
she is said to hold a citron and an arrow in her two left arms and a book in the 
third and the fourth being in abhaya-mudra. But according to Trisastifalakapurys- 





acaritra, she bears a vina in one of her left hands. One other text, the Acaradinakara - 


of Vardhamana Sari (A. D. 1412 )°, in contradistinction with the above-noted 
description in regard to her attributes, envisages a noose anda lotus in her left 
hands. According to the descripion afforded by Caiurvitisati Jinacaritra of 
Amaracandra Sari (c. 13th century A. D ), she rides over an elephant instead of a 
lion. The Devata-Miarti Prakarana?® and the Rapamagdana™ of Satradhara Mandana 
(c. 15th century A. D.) agree in their descriptions and conceive the VY aksi with 
four-arms and lion as mount. The emblems held by her area book, the abhaya- 
_ mudra, an arrow and a citron. 


A solitary dhyana of the six-armed Siddhayika is prescribed in the Mantradhir- 


_ Ajakalpa of Sagara Candra Sari (date disputed: V. S. 1197; V. S. 1226: 15th 


century).*® She is here visualized as bearing a pustaka, the abhaya-mudra, the varada- 
tudr3, a sharp-edged weapon (khardjudha), a vipa and a fruit. — 
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A two-armed image of Siddhayika standing in iribhanga and assignable to 
the ninth century A. D. (862), is carved on the wall of the Temple No. 12 at 
Deogarh.?% The Yaksi represented with Vardhamana is called Aparajita and shows a 
bud-like object in her left hand, while the right is resting on thigh. Her vahana is 
not shown. A two-armed figure of the goddess, evidently of Digambara origin, was 
noticed by B. C. Bhattacharya on the Pillar near the western gate in the Deogarh 
Fort.4* The Vagisvari figure regarded locally as Hindu, seems Jaina Yakg3 
Siddhayika. 3 


A solitary instance of independent rendering of the four-armed Siddhayika 
was noticed by the author at Khajuraho. The figure, carved on the right extremity 
of a door-lintel, incorporated in the Modern Jaina Temple No. 24, is attributable to 


the 11th century A.D. Here Siddhayika sits in lalitasana with a lion carved below her — 
feet, and bears a sword and a shield respectively in her right aud left upper hands, »< 


while the lower right and left ones show the sarada-mudra and a water-vessel (hanging). 
An exact replica of the above figure was noticed by the author at Deogarh also. 


The diminutive figure of Siddhayika is sculptured on ieft corner of the western — 


door-liatel of the Temple No, 5. The Yaksi, sheltered in a pillared niche, sits in 
lalita-pose With lion carved alongside. 


| In the sculptures hailing from South- India, the Yaksiis invariably shown with __ 
two arms and standing as she always does to the proper right of the Jina instead of 


the left. At a smal! distance from Anandamangalam, sculptures carved on the rock 
ofa hilloc near the village of Kafict,?® is another group where two-armed Siddhayika 


is portrayed standing by the right side of Jina. Her right arm rests over the waist but . 


the upraised left one holds an object which seems a fruit ( citron ?). Next, inside 
the cave onthe hill called Paiicapandavamalai in North Arcot District?® is carved 
the sculpture of a female divinity in prominence, seated as she is ona raised 
platform. By her side are:four devotee figures. A Tamil inscri ption of about the eighth 
century A. D. incised on the rocky face of the cave, informs that a devotee Naranam 
had the image of Ponniyakkiyar carved. Ponniyakkiyar is the Tamil expression for 
golden Yaksi who might be identified as Siddhayika, known as she is for her golden 
lustre. On the’ Anaimalai Hill, six miles towards the east of Madura,!7 can befseen 


the image of a two-armed Yaksi seated on a pedestal and being attended by — 
Ganadharas. Her right foot is dangling down and the left one rests on the pedestal. — 

In the palm of her raised right hand she bears a fruit, and the left one is resting 
on her lap. She may be Siddhayika. A similar representation is delineated on ae 


Settipodavu Hill near Kilakkudi, a village in Madura taluk.28 All these sculptures, on 


stic.and inscriptional grounds, may be dated between the eighth and the tenth -- 





reefrred to above, it may be said that her representation in association with a Jina 


entification of all the figures of Siddhayika from South, © 
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undoubtedly proves that she is a Yaksi. A few other separate figures, possessing ° 


similar attributes, should also be taken to represent the same Y aksi. It is well known 
that in the series of twenty-four Yaksis rendering of only four, namely, Cakregvart, 
Ambika, Padmavati and Siddhayika, was given the highest prominence and 
consequently others were incarnated but rarely. As the above figures have not been 
endowed with any of the attributes associated with Cakresvari (disc, garuda mount), 
Ambika (amralumbi and a child, lion as vthana) and Padmavati (goad and noose, 
snake canopy, kukkuta-sarpa as conveyance), the Yaksi can safely be taken to 
represent the only remaining Yaksi Siddhayika. Ads 


A bronze image of Mahavira, assignable to the ninth century A. Di, comes 


from Karafja in Akola District*® and represents Siddhayika standing as she is ona’ 


separate pedestal. The four-armed deity carries an axe, a lotus-flower, a citron and 


a flower (? ). In an image of Mahavira, harboured in a niche on the southern facade’ 


of the sanctum of the Mala Devi Temple ( late ninth century A. D. ) at Gyaraspur, 
in the Vidisha District of Madhya Pradesh, the two-armed Yaksi Siddhayika, 
seated in /alitasana, is rendered at the left corner of throne. She holds a viga in 
her both arms. Another image of Mahavira, deposited in the Reserve Collection of 
the Rajputana Museum, Ajmer (Acc. No.279; inscribed in sarvat 1061=1004 A.D. ) 
contains the figure of two-armed Yakst Siddhayika at the left extremity of throne. 
Here she rides overa lion and bears a sword in right hand, while the left one 
is broken of. Two twelfth-century figures’of Mahavira, housed in the Reserve 


Collection of the State Museum, Lucknow (Acc. Nos. J. 808, J. 782), contain the ~ 
figures of two-acmed Siddhayika at their throne ends. In both the figures showing ~ 


identical details, Siddhayika bears the abhaya-mudra in right and a kalaga in the left. 


In the images of Mahavira coming from Khajuraho Siddhayika js eis: : 


both as possessing two and four arms. In three instances, the two-arme 
Siddhayika is shown with the abhaya-mudra in right hand and either a fruit. or a 
blossom ia the left. In three other examples, Siddhayika, seated in Jalitasang 
with a lion below her feet, possesses four-hands. First image, installed in the Modern 
Jaina Tea ple No. 2( inscribed in samoat 1149=1092 A. D..), exhibits Siddhayika 
as bearing a discand a fruit in her upper and lower right hands, while the 
corresponding ones carry respectively a lotus and a conch. Second example, lying i in 
the Open Air Museum (No. K. 17), adjacent to the Adinatha Temple, shows the 
same set of symbols with a slight change in respect of disc which is here shown as a 
ring. However, the lower right hand of Siddhayika is mutilated. Third figure, 
incorporated on the rear wall of the Modern Jaina Temple No. 11 ( No. K. 28/1; 
lith centuryA. D.), represents her as carrying a sword anda disc in her upper 
tight and left hands. The lower right and left hands show respectively the 
varada-mudra and a fruit. The rendering of disc and conch with Siddhayiks 
suggests the bearing of iconography of Jaina Yaksi CakreSvari upon Siddhayika, 
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In majority of the sculptures of Mahavira hailing from Deogarh, two-armed 
Siddhayika, seated in /alitasana, is protrayed as bearing the abhaya-mudra in 
right hand and a fruit in the left. A Cauvis? of Jinas, all seated with the 
distinguishing cognizances, astapraiharyas and Yaksa-Yaksi pairs, is preserved 
in the Saha Jaina Museum at Deogarh. The Yaksi with Mahavira is two-armed and 
sits in lalitasana. She shows the abhaya-mudra in right hand and a pustaka in the 
left. A Mahavira image carved on the exterior of the Temple No. | at Deogarh is 
a solitary example rendering Siddhayika with four hands. She bears lotus buds 
in her upper pair of hands, while lower right and left hands show respectively 
the abhaya-mudra and a fruit. 

A unique example of twenty-armed Siddhayika is depicted on the verandah 
of Barabhuji cave on the Khapdagiri hill? ( Puri, Orissa, Fig. 34 ). The goddess 
here shows the varada-mudra, a spear, a rosary, an arrow, a small staff (?), a hammer, 
a hala (plough), a vajra, a disc and a sword in her right hands while with her left she 
carries a water-pot, a book, a citron (?), a jotus, a bell (7), a bow, 4 naga, a vajra and 
a shield. Beneath the fig. re of Siddhayika is sculptured an elephant as conveyance 
and above her head is carved the figure of Mahavira with lion cognizance. The 
reliefs of the Barabhuji caves may be dated as late as the 1{th-12th century A. D. 

Yaksi Siddhayika or Siddhayini ( as-some sources call her ) resembles Sarasvatt 
in some aspects and Jina Mahavira himself-in the other. Her mount, lion, connects 
her with the Jina whose cognizance is lion. On the other hand, the manuscript 
and the viga, make her analogous to the Jaina goddess Sarasvati bearing alike 
attributes. Her Yaksi character is suggested only by a maiulinga, citron, symbol 
invariably represented in the images of the Yaksis particularly those that belong to 
Southern tradition 
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JAINA YAKSI CAKRESVARI AT DEOGARH 

Deogarh ( Lalitpur, U. P. ) has undoubtedly been one of the richest centres of 
Jaina religious art in India. It has yielded an immense amount of the archaeological 
material spread over the ninth ( 862 A.D.) to the 12thcentury A. D.2 The Jaina 
vestiges of Deogarh are exclusively the products of the Digambara sect. Besides the 
Jina images, a pretty good number of Yaksa-Y akji figures are also found at the site. 
The Yaksas and Yaksis, constituting a class of semi-divine beings of Jaina creed, are 
technically known as the Sasanadevatas, guardian deities of the order. CakreSvart 
or Apraticakra ( as some sources call her ), the Yaksi of the first Jina Rsabhanatha, 
has been one of the four most popular Yaksis of the Jaina pantheon through the 
ages,* and so also at Deogarh. 

We may note that the Digambara texts visualize Cakrefvart only in two 
varieties of forms, namely, the four-armed and the twelve-armed. According to the 
Pratisihasarasamgraha:of Vasunandi (c. 12th century A. D.) the four-armed 
Cakrefvari rides a gatuda (eagle) and bears discs in her two arms, while the rest 
two show a maiulinga (a fruit) and. the. varcda-mudra.2 The twelve-armed 
Cakreévari likewise rides over an eagle and holds discs in her eight hands. Of the 
remaining four hands, two carry vajras.( thunderbolts ) and the other two a fruit and 
the varada-mudra. | 

It would be appropriate to note that the four-armed variety of the Yaksi was 
most papas at Deogarh. Besides, she was represented in the two-armed, six-armed, 
eight-armed, ten-armed and twenty-armed varieties of forms. Cakresvari invariably 
tides over a garuda, represented in human form,* and holds the disc, conch and 
mace symbols. In majority of the instances she sits in the /alita-pose and wears 
the kirita-mukuta,® necklaces, stanahara, dhoti, bodice, girdle, anklets, bracelets, 

The Two-armed Variety—The two-armed Cakregvari is represented by two 
figures, both appended to the 10th century Rsabhanatha images, enshrined in the 
Temple Nos. 2 and 19. The Yaksi bears a disc and a conch in both the cases. 

The Four-armed Variety—The earliest figure of Cakresvari at Deogarh shows 
her with four hands. The figure is carved on the facade of the Temple No. 12 (862) 
in the series of the twenty-four Yaksis. CakreSvari stands in the samabhanga and holds 
a disc in each of her four arms. On the left flank of the Yaksi stands an Schl gic 
with the flywhisk, while to the corresponding right there occurs the figure of 
garuda mount. Over the head is portrayed the tiny figure of her Jina Reabhanstha. 
Of significance in this instance is rendering of the same attribute, disc, in all her 
four hands which is whereas a transgression of the ie secs prescriptions in the 
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matter, also analogous to rendering of attributes of the Svetambara Mahavidya, 
Cakregvari or Apraticakra.° The Mahavidya is shown with discs in all her four 
hands on the facade of the Mahavira Temple (c. 8th century A.D. ), Osia, District 
Jodhpur in Rajasthan. The iufluence of the Svetambara Mahavidyas on some other 
Yak3is in the present collective representation at paloperatie has also been mioteds ‘by 
the. author.. oF 
Four other’ four-armed figures are sculptured on the door-lintels of the 2 clin 
Nos. 5, 9, 11 and 12. The instance from the Temple No. 12 is datable to the tenth 
century A.D. and the remaining to the Ilth century A.D. All the figures exhibit 
*Gakrevari as bearing the abhayamudra ( or the varada-mudra ), a mace, a disc and a 
conch. Another figure carved on a pillar of the porch of the Temple No. 12 (c. 10th 
century A.D.) shows the Yaks? with similar attributes, but the 1 aksi here stands in 
the dvibhanga, Besides the examples referred to above, seven other figures are found 
on the pillars. adjacent to the Temple Nos.’ 1, 4, 12 and 26. In all the examples, 
agsipnable to the 11th-12th centuryA.D., the Yaksi bears the identical symbols.? Four 
other figures with similar attributes are portrayed on the twelfthcentury pillars of the 
| Temple No. 1. We may note here in passing that till the end of tenth century A. D., 
CakreSvari was rendered only in two varieties of forms at Deogarh, i. €. two-armed 
and four-armed. ir 


The Six-armed V ariety—There are two exmples of the six-armed Cakregvasi at? 
Deogarh, both datable to the 11th century A.D, The first figure is portrayed on the 
southern enclosure wall of the Temple No. 12. Here the ¥ aksi rides over a garuda 
and bears the varada-mudra, a sword, a disc, a disc, a mace and aconch. The other 
figure is carved on the throne of a Rsabhanatha i image installed in the Temiple Nov 4 

Here the Yaksi holds the varada-mudya. a mace, a disc, a Sites an stndistines sym 0 
-and a conch, wl 

The Et ght-armed Variety—The eight-armed Cakresvart i iS pictnetied by three’ 
sculptures. The first figure datable to the 11th3 acentury A.D. is carved ohba= 
‘pillar of the Temple No. 1. The Yaksi betrays the varada-mudra, a mace, an arrow, a 
ring, 2 ting, a vajra, a bow and a conch, The remaining two figures belonging to the 
12th century A.D. are portrayed respectively on the pillars contiguous to the Temple - 
No. 12 and 14. In both:.the cases, Cakresvari is shown in the standing pose with 
her vehicle garuda carved nearby. In one example (T. No. 12), she bears a sword 
the abhaya-mudra,a mace, a disc, adisc,a shield,;an axe anda conch. The other _ 





figure exhibits Cakregvari as carrying a danda (staff), a sword, the abhaya-m mdr y Z 


a disc, a disc, a disc, an axe, and a conch. 


— 


he a Y i" . - 


. The ten-armed Cakre{vari is represented by one sculpture, ees ona spditdies 





ver garuda and shows the varada-mudra, an arrow, a mace, a sword, °a"dis 
Sas a shield, a thunderbolt, a bow and a conch. 





( 1059 A. D.) adjacent to the Temple No. 11. The Yaksi with Miia salaeties me 
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-, Strangely enough, the twelve-armed variety of the Ya{s7, as prescribed by the 
fick sibare texts does not find depiction at Deogarh. 


» The Twenty-armed Variety—The twenty-armed Cakregvari is represented by 
shes sculptures, datable to the 11th century A. D. In all the examples, Yaksi rides 
over a garuda, in human form. Of the three images, two are preserved in the 
neighbouring Saht Jaina Museum, and the remaining one is lying uncared near 
the Temple No. 2. Only one hand showing a disc is now extant in the last sculpture. 

The first image in the Saht Jaina Museum has lost thirteen of its hands 
and in the remaining seven she bears discs ( in four hands ), the sarada-cum-rosary, 
a shield and a conch. She is accompanied by two adorers with folded hands, four 
flywhisk-bearing female attendants and male figures with lotus. Over the head of the 
Yaksi, there appearsa seated Jina, joined by two standing Jinas. The top parikara 
contains the figures of flying maladharas, There also appear two diminutive 
figures of four-armed goddesses, seated in Jalittsana. The goddess on the right i is 
shaded by three hooded cobra and is identifiable with Padmayatt, the Yaksi of 
Parévanatha. Padmavati holds the varada-mudra, a long-stalked lotus, a long- 
stalked lotus and a water-vessel. The goddess on the corresponding left with 
jata-mukuta ‘is Sarasvatt. She shows a viga2in two lower hands while the upper 
hands bear a long-stalked lotus and a manuscript. The other figure in the Sahn 
Jaina Museum with all its twenty hands being extant, rides a garuda, shown with 
four hands ( Fig. 26). The lower two hands of garuda are folded in namaskara- 
mudra, while the upper ones support the lotus seat of the Yaksi. The Yaksi, decked 
with dhammilla, bears a disc, a sword, a tinira (? quiver ); a mudgara (club), a 
disc, a mace, the gyakhyana-cum-rosary, a para‘u, @ vajra,a disc (ia two upper 
hands ), a ghanta (witha chain), a shield, a pataka ( fastened to the staff ), a 
conch, a bow, a disc, a snake, a spear and a disc, At her sides, there occur standing 
figures of two female attendants, bearing flywhisk in one hand while the other hand 
is resting on thigh. Over the head of the Yaksi, there appear a tiny figure of seated 
Jina, accompanied by two standing Jinas, and also two flying maladharas. 

From the foregoing it is clear that Cakresvart at Deogarh claimed a rich 
variety of form as compared to Ambika, the most popular Yaksi at the site, 
represented in but one form. Cakrefvari is here endowed with prestigious 
incorporation of several elements of the sacrosanct Jina images such as adorers, 
camara-bearing attendants, flying maladharas, elephants, diminutive Jina figures 
and above all the two most popular goddesses, Sarasvati and Padmavati. 


Foot-notes 
(1) The oldest dated inscription at Deogarh is of samvat 919 (=A. D. 862), 
incised on one of porch pillars of the Temple No. 12 ( known as Santinatha 
Temple ), The exterior wall of the temple contains the figures of the 24 


(3) 


(4) 


(5) 
© 
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Yaksis, this being the earliest-known instance of , the collective rendering of 
the 24 Yaksis at one place. 
The other three Yaksis are Ambika ( of Neminatha ), Padmavatt ( of 
Parévanatha ) and Siddhayika ( of Mahavira ). 
Vame Cakrefvaridevi sthapyadvadasasadbhuja / 
Dhatte hastadvayevajre cakrani ca tathastasu // 
Eken bijapuram tu varada kamalasana / 
Caturbhujathavacakrarn dvayorgaruda vahanam // 
Pratisthasarasamgraha : 5, 15-16 
( Mss. Lalbhai Dalpatbhai Bharatiya Sanskrit Vidya Mandir, Ahmedabad ). 


However, in two instances carved on a pillar of the Temple No.1, the “iui 
mountiis not shown. 


Sometimes, she,is also shown with the karanda-mukuta. 

The Jaina Mahavidy4s, sixteen in number, were accorded the most favoured 
position in both the sects of the Jainas. 

The s fae’? in the Temple No. 4,-(1150A.D.) shows the Yaksi with. 
yyakhyanamudra-cum-rosary in Place of the sarada-mudra. 











JAINA YAKSI AMBIKA AT DEOGARH 

Ambika,’ acknowledged as the Yaksi of the 22nd Jina Neminatha or 
Arisfanemi, claims a hoary antiquity. On the strength of the literary and the 
sculptural evidences, it appears that the worship of Ambika was in vogue in c. sixth 
century A. D..2 She occupies the foremost position in the group of the most popular 
Yaksis of the Jaina pantheon, they are Cakresvari, Ambika Sidchayika and Padma 
vati.8 Ambika appears to have enjoyed the most exalted position among all the 
YVaksis at Deogarh. She is represented at the site by over fifty sculptures, excluding 
the small ones carved on the images of the Jinas. As elsewhere, Ambika figures 
at Deogarh also lack in variety of iconographic forms. The figures of Ambika range 
in date from ninth ( 862 A. D. ) to the 12th century. A. D. The Digambara works 
invariably visualize Ambika or Kusm4ndini ( as some sources call her ) as possessing 
two arms and riding a lion. The Pratisihasarasamgraha invokes Ambik in two 
yarieties of form, namely, the two-armed and the four-armed, but it does not make 
any reference to the attributes held by her.* The Pratisthtsaroddhara and the 
Pratisthatilakam conceive the two-armed Yaksi as riding ona lion and bearing an 
amralumbi (a bunch of mangoes ) and a child ( Priyankara by name and seated in 
lap ) in her hands.5 She rests under a mango-tree and is accompanied by her second 
son ( Subhankara by name ) also.® arp ; 

Ambika at Deogarh is portrayed either as standing or sitting in the /alztdsana, 
the former being of more frequent ‘occurrence. She is represented in two 
varieties of form, namely, the two-armed and the four-armed, the latter being 
represented by three sculptures only. Over the head of Ambika, there invariably 
appear a tiny figure of Neminatha and the branches of a mango-tree, spread all 
along. The two-armed Ambika invariably holds an amralumbi in the right hand while 
with the left she supports a child, either seated in her lap or standing by her side. 
Close to Ambika is carved a lion, her vahana. To the right is generally sculptured the 
second son of Ambika, standing and touchiug the amralumbi. Ambika sometimes is 
attended by two flywhisk bearers at the sides and two hovering maladharas at the top. 

The two-armed Ambika in two instances, either carries a lotus in her right hand 
or it rests on the head of her second. son. Thus the amralumbi is conspicuous by its 
bsence in these figures. These figures, belonging to the Ilth century A. D. , are 
preserved respectively in the Sahi Jaina ;Museum, Deogarh and on the enclosure 
wall ( Northern ) of the Temple No. 12. In some examples, especially those on the 
free standing pillars, the second son of Ambika has not been rendered. Two 
scuiptures, deposited in the Saht Jaina Museum, Deogarh, contain the figures of 
Suparévanatha and two goddesses (bearing the abhaya-mudra, a lotus, a flywhisk and 
a kalasa in their hands), The figures of two-armed Ambika at Deogarh thus mostly 
correspond with the injunctions of the Digambara texts. SMR Sae ~ 
+, +The darliest figure of Ambika dt Deogarh isin the group of the 24 Yakyts, 
éatved-on. the facade of the Temple No. 12, (862A, D,), The four-armed 
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Ambika here stands without sahana. She is called in the inscription as 
‘Ambayika,’ and bears a flower ( or a fruit), a flywhisk, a lotus and a child in her 
hands. The absence of lion mount and amralumbi are striking. 

The two other figures of four-armed Ambika, assignable to the 11th-12th century 
A. D. are carved on the free standing pillars, adjacent to the Templ Nos. 11 ( 1059 
A.D.) and 16 (12th century A. D.). Ambika in the former instance, holds 
an amralumbi, a goad and a noose in her three hands, while with the remaining one ; 
she supports a child holding a fruit. Over her head are carved a small figure of Jina .. 
and amrasakha. Close to her seat, there appears a lion. The other figure with 
identical features, however, does not contain the figure of her conveyance. The. | 
attribute held in her upper right hand is also not discernible. It should be noted . 
here i in passing that the rendering of a goad and a noose in two upper hands with . 
the four-armed Ambika is guided by the prescriptions of the Svetambara texts, 3 
which invariably conceive four-armed Ambika as bearing an 2mralumbi (or a fruit. 
in Nirotnakalika ), a noose, a goad and achild in her hands.” Such a borrowing, . 
also noticed in figures of some other deities, suggests a welcome trans-sectarian : 
trend prevalent at the site. | 
_. The figures of Ambika where she has been carved as part of the sulpture . 
of Neminatha, always tepresent her with two arms and bearing an amralumbi = 
atid a child in het hands, However in two. ‘examples, installed in the Temle Nos. : 
13 and 24 and attributable to the llth century A. D,, she holds a mango 
Cora fruit), in place of amralumbi. The lion mount and her second son are, 
rarely shown in such figures, 


- Foot-notes 
(1) Pragasanah Sasanadevataéca ya jinandcaturvirngatimasrtah sada / 
hitah satamapraticakrayanvitah prayacitah sannihita bhavantu tah // 
Harivathéa Purana 66. 43-44. 
Also see, Tilojapannatti  4,934-39. 
(2) Consult, Shah, U, P., ‘introduction of Sasanadevatas in Jaina Worship’, pp. 151- 
| “2 Akota Bronzes, Bomby, 1959, pp. 28-31. e 
Ripamandana 6. 25-26, = 
(4) Devi Kusmapdint yasya simnhaga haritaprabha / 
in _ caturhastajinendrasya mahabhaktirvirajitah // 
_. dvibhuja sirnhamaradhada Amradevi haritaprabha / 
Pratisthasarasamhgraha 5. 64, 66. 
(5) Pratisthasaroddhara 3. 176; Pratisthatilakam 7. 22, p. 347 
(6) For details consult, Shah, U. P., ‘Iconography of the Jain Goddess Ambika’, ? 
Journal University af Bombay, Vol. IX, Pt. 2, Sept. 1940, pp. 147-69, Tiwari, 
Maruti Nandan Prasad, ‘Uttara Bharat men Jaina Yaksi Ambika ka Pratima- 
niripana’, Sambodhi, Vol. 3, Nos. 2-3, Dec. 1974, pp. 27-44. 


2. Nirodeakalika 18. 22; 5 Trigastisalakapurusacaritra 8. 9. 385486; Rapamardana 6. 19, 
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YAKSI PADMAVATI AT DEOGARH 
There live in the ambience of Deogarh the superhuman Jaina Tirthankaras, 
their Yaksas and Yaksis and others in inanimaie stone who have outlived their 
human creators. The collective manifestation of the 24 Yaksis on the facade of the 
Temple No. 12 does not go without arresting one’s attention. Padmavati, a Y aksi, 
like all other Yaksis, is associated asa subordinate deity ( Sasanadevata ) with the 
‘twenty-third Tirthankara Parsvanatha. She enjoyed a favouréd position both in 
literature and art through the ages. On the merit of the frequency of depiction, 
Padmavati, at Deogarh, comes next to Ambika and Cakresvari. Padmavati appears 
to have some affinity with the Hindu goddess Manasa ( also known as Padma or 
Padmavati ), associated with the Vaga cult.? 
The Digambara texts variously enunciate the iconographic features _of 
Padmavati. Texts of only this sect have relevance here as Deogarh preserves the 
vestiges of Digambara sect only. The Pratisthasdrasaimgraha conceives Padmf&vati in 
three varieties of form, i.e. the four-armed, the six-armed, and the twenty-four- 
-armed.2 She invariably sits upon a lotus. The four-armed Yaksi bears a goad, a 
rosary anda lotus in her three hands.® “The sixearmed Yaksi shows a noose, a. 
sword, a spear, a crescent ( balendu ), a nace and a pestle ( musala ) in her hands, 
The twenty-four-armed Yaksi is visualized to have carried a conch, a sword, a disc, 
crescent ( balendu ), a lotus, a blue lotus (wipala ), a bow ( sarasana ), & Sakti, a 
noose, a goad, a ghanta, an arrow, a musala, a shield, a trifala, a parasu, a 
kunta, a thunderbolt ( ? bhinda ), a rosaryy a mace, the patra, the pallava and the 
varada-mudra.* | 
Another text—the Aparajitaprecha makes the dhyana of the four-armed Padm- 
avati, sitting on a lotus with kukkuéa mount. She is conceived as bearing a noose, 
a goad, alotus and the sarada-mudra. The Pratisthasaroddhara describes the Yaksi 
a$ riding over a kukkuta-sarpa and shaded by three-hooded cobra overhead. $ She 
rests on a lotus seat. However, the’specific number of her total arms has not been 
mentioned in the text. It merely envisages the rendering of a goad, a noose, a conch, 
a lotus, a rosary etc. in her hands. The Pratisthatilakam invokes Padmavati without 
specifying the total number of her arms.“ The text does not refer to her mount 
kukkuta-sarba. The Yaksi sits on a lotus. She holds a noose etc. in six of her hands 
and aconch, a sword, a goad, a lotus, a rosary, the varada-mudra etc. in others. 
From the foregoing, it is clear that Padmavati with cobra hoods overhead is 
associated with kukkuta or kukkuta-sarpa as her vehicle. On the testimony of the 
Digambara works lotus, goad, noose and mace appear as her invariable symbols. - 
_ We would classify the figures of Padmavati at Deogarh on the merit of varieties, 
| each determined by the number of hands. Padmavati was fashioned in three varieties. 
oj form, namely, the two-armed, the four-armed and the twelve-armed. It is strange | 
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enough to note that her two-armed figures could find depiction only after the 
conclusion of the 11th century. A.D. We may also note, in passing, that the two-armed 
and the twelve-armed varieties of the Yaksi, not guided by the known iconographic 
prescriptions, record the prevalence of some lost tradition at the site. In sculptural 
manifestations, the Yaks? is shown either as riding over 4a kukkuta-sarpa OT resting 
upon a lotus seat. In consonance with the known Digambara prescriptions, 
Padmavati, in majority of the instances, is rendered as carrying a lotus, a mace, a 
bow, a goad, a noose as her distinct symbols. The Yaksi bedecked in the dhammilla 
(or the karanda-mukuta ), necklaces, stanahara, bodice, armlets, bracelets girdles, 
anklets, dhoti, etc. is always endowed with the three-or-five-hooded cobra overhead. 
As against her independent figures, Padmavati, when represented as the Yaks2 in the 
images of Pargvanatha, does not exhibit even the least customary features, VIZ. 
the cobra-hoods, the kukkuta-sarpa, and the padma, goad, noose and mace symbols.® 
Of the seven Pargvanatha images, six depict the Yaksi with two hands while in one 
( near the rear wall of the Temple No. 12 ) she possesses four hands. 

The two-armed Padmavati is represented by two figures. These figures are 
carved on the pillars respectively of the Temple No. 12 ( Southern ) and 16. Both 
the figures portray her with three-headed snake canopy. The first figure in standing 
pose carries the zsarada-mudra and a long-stalked lotus. Another figure, seated in 
lalitasana is endowed with a diminutive Jina figure at its top. The Yaksi_ bears a 
flower and a fruit. gira Gand Naijonal 

The earliest manifestation of Padmavati at Deogarh is obtained from the 
Temple No. 12 ( 862 ). The four-armed Yaksi here is portrayed on the exterior 
wall in the series of the 24 Yaksis. The Yaks2 in standing pose is not endowed with 
the usual features such as the kukkuéa-sarpa ( vthana ) and the cobra hoods. Over her 
head there appears a tiny figure of a seated Jina, understandably ParSvanatha 
although not provided with the snake canopy. The Yaksi in the inscription is 
labelled with the appellation *~Padmavati’. She holds the varada-mudra, a spiral lotus, 
a shield and a water-vessel. However, the figure does not correspond with the 
known Digambara dhyanas, except for the conveniional name and the lotus 
symbol. 

‘Three other figures, datable to the 11th-12th century A. D., are carved on the- 
pillars contiguous to the Temple No. 1. All the figures seated in the /alzta-pose are 
provided with the five-headed snake canopy. The first figure shows the Yaksi with 
a bow, a mace and a noose in her three surviving hands. The mount kukkuta-sarpa ‘8 
carved underneath the lotus seat. Close to her feet there occurs the adorers with 
hands folded in supplication. At top there appears diminutive Jina figures and © 
makara-torana-decoration. The remaining two figures ( 12th century A. D. ) portray 
the Yaksi as sitting on a lotus seat and carrying the varadra-mudra, a padma, a padma 
and a water-vessel. The kukkuéasarpa is conspicuous by its absence in both the cases. 

‘One instance contains a tiny figure of Parsvanatha endowed with five-hooded cobra. 
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There is a solitary instance of ‘the | twélve-armed Padmavatt, carved on 
the pillar adjacent to the Temple No’ 11. The pillar bears an inscription of 
Samvat 1116 (=A. D. 1059). The figure is harboured in a _ rathika and 
exhibits two worshippers with hands in namaskara-mudra at its sides. The ¥ aki 
shaded by five-hooded cobra is seated on a lotus in lalitasana and her vahana, kukkuta- 
sarpa is shown nearby. She carries the varada-mudra, an arrow, a goad, a long-stalked 
lotus, a chain ( Srakhala ), a staff ( dagda ), a chatra, a thunderbolt, a snake ( single 
hooded ), a noose, a bow and a fruit ( matulinga ). 


The sculptures are agreeable to a great ‘extent to the literary injunctions as 
regards her mount kukkuta-sarpa ( or lotus ), the attributes held by her and the snake 
canopy. The agreement is, however, of much less intensity in respect of the number 
of her arms. The two-and-twelve-armed varieties, for instance, although fairly 
present in sculptures, fail to find any literary injunctions to the same effect. This may 
not be improbable that the sculptures, here too, only preserve some lost traditions. 


Foot-notes 
(1) Banerjea, J. N., The Development of Hindu Iconography, Calcutta, 1956, p. 563; 
Tiwari, Maruti Nandan Prasad, ‘Uttar Bharat mein Jaina Yakst Padmavatt ka 
Pratima-nirtipana’ ( Hindi ), Anekanta, yr. 27, No. 2, Aug. 1974, pp. 34-41. 
(2) Devt Padmavatt namna raktavarga caturbhuja / 
padmasanankufarm dhatte aksasitram ca pankajam / 
athava sadbhuja devi caturvimnSati sadbhuja // 
pasasikuntavalendugadamufalasamnyutam / 
bhujastakarn samakhyatam caturviréatirucyate // 
sankhasicakravalendu padmotpalasarasanam / 
pagankuga:n ghagta ( yayu ) bapa musalakhetakam / 
trignlamnparasun kuntah bhipdamalar phalarm gada / 
natrancapallavarn dhatte varada dharmavatsala // 
Pratisthasarasamgraha 5. 67-71. 
(3) However, the symbol of one arm has not been mentioned. 
(4) However, the symbol of one hand has not been mentioned. 
(5) Pagankuéau padmavare raktavarga caturbhuja / 
padmasana kukkutastha khyata Padmavatiti ca // 


Aparajitaprecha 221. 37 


(6) Yestum pir pause mn nn apie sat / 
pasadih sadasatkrte ca dhrtasankhaspadido astaka / 


10 
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tam tastamarup&sh sphuracchroisarojanmakgamalam| am /)  « 
mavatim // 


padmastham navahastakam prabhunatam ‘yayajmi Pad 

Pratisthasaroddhara 3.174 | 

(7) Pas adyanvitasadbhuja rijayada dhyata caturvimsatim / 
 gankhasyadiyutankaranstu dadhatt ya krorafantyarthada // 
| gAntyai sankufavartjaksamagisaddanaiscatarbhih 
 karairyuktam tarnprayajami Par{vavinatamn padm 
Pratisshatilakam 7.23, p. 347-48. 


(8) However, in two instances Padmavatt is provided with 


astha Padmavatim } 


the snake canopy. 





YAKS! AMBIKA AT KHAJURAHO 


Ambika, the Yaksi of the twenty-second Jina Neminatha, was a well-known 
and highly venerated goddess in both the sects. She was the first Yaksi to appear 
along with Sarvanubhtti ( Kubera-like Yaksa ) Yakga on the pedestal of the images 
of all the twenty-four Jinas. According to U. P. Shah, it was in the beginning of 
the transition period, i.¢., from the Gupta period to the middle ages ( between the 
sixth and the eighth century A. D. ), that Yakse$vara ( Sarvanubhtti ) and Ambika 
made their appearance as the attendant Yaksa-Yaks#" pair of different Jinas. She 
had also enjoyed great prominence at Khajuraho which is evident from the eleven 
independent sculptures of Ambika at the site. The images of Ambika at Khajuraho 
are very much in agreement with the canonical injunctions which invariably conceive 
her with a bunch of mangoes ( a@mralumbi ) and a child in her two arms and a lion 
as her mount. : B | 


The Pargyanatha temple ( 950-70 A.D. ) shelters two Ambika figures on its 
south facade. The two-armed Ambika, standing on a bracket holds a bunch of 
mangoes in her right arm while with the left she supports a child clinging to her 
breast.8 The figure agrees in regard to the attributes with the descriptions available 
in two Digambara texts, namely, the Pratisshastraddhara and the Pratisthatilakam.* 
Behind the head are shown bunches. of mangoes. The other child of Ambika, 
standing by her right, shows a fruit(?)inonearm. The figures of her Jina and 
mount, lion, are conspicuous by their absence. The other figure, carved in a niche 
above the cornice, shows Ambika with four arms. She sits in lalitamudra on a 
padmasana with lotus stems shown below. Her vthana ( lion ) is depicted on the left 


side. She bears lotuses in her upper right and left hands, while with the lower 
ones, she holds a bunch of mangoes and a child, seated on her left lap. The child is 
touching her left breast. Above the head of Ambika there appears a miniature figure 
of her Jina, Neminatha, seated ‘cross-legged. On each side of her head foliages of 
some tree can be seen which do not appear like the branches of mango tree. Behind 
the head is a round halo consisting of blossom circlet. = aero 


The Adinatha temple ( 11the century A. D. ) preserves three figures, two on 
ts outer walls and one on the left end of the door-lintel. The figure on the western 
adhisshana is four-armed. She is here sitting on a pedestal in Jalitasana. 
Beneath the left foot of Ambika appears a lion figure. She betrays a long-stalked 
rolled up lotus in her upper right arm and a manuscript-cum-lotus in the left one. 
A bunch of mangoes is held by her lower right arm and with her lower left she 
supports a child seated on her lap. The sculpture does not evince the figure of 
miniature Jina and the mango tree. Another sculpture of four-armed Ambika is in 
the pillared nicheof the cornice on east. Here she stands on a pedestal and wears 
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long vanamala. She holds long-stalked rolled up lotuses in her two upper arms and 
a bunch of mangoes in the lower right. Her lower left arm is placed over the head 
of a standing child. The child instead of being in the lap, is standing by her left 
side, At her right appears a lion figure. Above, the. head of Ambika are carved a 
seated Jina figure and the branches of mango tree. The third figure of four-armed 
Ambika seated in Jalitasana, is portrayed .on the left end of the. door-lintel. She 
holds a long-stalked rolled up lotus in her right upper arm and a manuscript-cum- 
lotus in the left upper. Her. lower right hand is engaged in carrying 4 bunch of 
mangoes and with the lower left she supports a child, seated on lap. The figure of 
her mount, lion, appears on right side. ‘ye off BB DOUSTE ind | 
“Thus the four-armed figures of Ambika on the walls of the two Jaina temples 
show either lotuses or a lotus and:-a manuscript-cum-lotus in two upper arms which is 
violation of the iconographic texts prescribing, on the contrary, a noose (pasa) and a 
goad ( ankuga )°. It should also be. pointed out that no Digambara dhyana referring 
to the four-armed variety of Ambika describes her as bearing 2 , n0OS® and a goad 
in upper pair of hands. It is only in the Svetambara tradition that she is said to 
hold'a noose and a goad in her two atms.° Regarding the popularity of Ambika 
at Khajuraho it is interesting to note that although the above two Jaina temples are 
attributed to Adinatha, Ambika finds an, important place on these temples. On 
contrary, Cakregvars, the Yakst of Adinatha, has not been’ given that much of 
srotninence and her images barring a single sculpture portrayed on the north adhis- 
_ hana of the Adinatha temple, can be seen only ‘on the door-lintels of these temples. ° 








» €1)+) Shah, U. P., ‘Iconography of Cakresvart, the Yaks! of Ryabhanatha’, Jour. 
\ = of the Oriental Institute, Baroda, Vol. XX, No. 3, March 1971, pp. 301-305. . 
- (2) The number, however, does not include the tiny figures of Ambika carved 
at the door-lintels. | | | 19 
(3) However, it is the solitary example of two-armed Ambika at Khajuraho- 
(4) Savyekadyupagapriyankarasutuk prityai kare bibhrattm divyabhrastabakam' 
sinhe bhartrcare sthitach haritabhamabhradrumacchrayagarn vaidarurh 
jagakarmukocchrayajinam devimihamnam yaje // _ | 
ray ets ; my | Pratisthastroddhara 3.176. 
(5 ) However, in an exce stion, deposited in the Modern Temple No. 27, Ambika 
~ holds in her upper right and left hands respectively a goad and a noose. 
( 6) See, Shah, U. P., ‘Iconography of the Jaina Goddess Ambika’, Jour. of 
_. the University of Bombay, Vol. IX ( NS., 1940-41 ), pp, 158-60 and Iconogra- 
phic Table No. II, 7-9, p. 168. a) Shea | 
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A UNIQUE DOOR-LINTEL FROM KHAJURAHO 

Here we wish to write a note on the figures carved on a doo-lintel from Kha- 
juraho, now on display in the Open Air Archaeological Museum - previously 
known as the Jardin Museum-at Khajuraho ( Acc. No. 1467 ) (Fig. 32). The door- 
lintel, datable to the llth century A. D. is a singular door-lintel from 
Khajuraho which depicts three most popular Jaina Yaksis, namely, Cakresvart, 
Ambika and Padmavatt, together?. Perhaps it is relevant to mention here that the 
Rapamandana invokes Cakresvariz, Ambika, Padmavatr and Siddhayika as the four 
popular most Yaksis of Jaina pantheon.* | 

The. beautifully designed door-lintel, besides the figures of the Yaksis, 
also contains the figures of the navagrahas, carved in a row. The left and right 
extremities of the slab ( from the onlookers viewpoint ) are occupied by the figures 
respectively of Ambika and Padmavati, while in the centre is carved Cakresvari. 
These Yaksi figures, possessing four arms, are seated in /alitasana. Each of the 
Yaksis is bedecked in dhoti, necklaces, stanahara, armlets, bracelets, anklets and 
girdle. CakreSvari wears a fkirita-mukuta, while Padmavati and Ambika wear 
respectively a karagda-mukuta and an embellished coiffure. | , 

Cakreévari or Apraticakra rides‘a garuda ( represented in human form and 
supporting the seat of the Y'aksi ) and bears in her surviving hands the varada-mudra, 
a mace and adisc. The rendering of the Yaks? corresponds with the prescriptions 
of the Digambara works which invariably conceive the four-armed Cakresvari as 
tiding over a garuda and bearing a disc and the varada-mudra.° 

Ambika holds an amralumbi, aspiral lotus, a spiral lotus in her three hands, 
while with the remaining one she supports a child sitting in her lap and touching her 
bosom. Beneath the seat is carved a lion, her mount, and close to her right leg is 
sitting her second son witha fruit. Over the head of Ambika, there appears a 
diminutive figure of her Jina, and also the branches of a mango-tree. The present 
figure concurs with the injunctions of the Digambara texts so far as the 
rendering of lion mount and amralumbi and a child is conce ned. The departure 
from the the tradition is noticed only as to the number of her hands, wherein 
she has been visualized as possessing two hands. The other two hands, bearing spiral 
lotuses in the present instance, speak of some tradition now lost. 

Padmavati, shaded by five-headed snake canopy, shows the sarada-mudra, a 
noose and a goad in her three hands, while the fourth one is mutilated. Close to 
the seat is carved her conveyance, kukkuta. The rendering of Padmavati here con- 
forms to the iconographic prescriptions of the Digambara works which visualize her 
with kukkuta as mount and goad and noose as chief emblems.5 The snake canopy 
is alsd envisaged for het. 
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The navagrahas were assimilated in Jaina creed in the remote past. They 
constitute an important class of gods grouped as Jyotiska Devas. Their iconogra- 
phic features are detailed in Jaina texts of tbe 11th-12th century A.D. The separate 
figures of the navagrahas are not known. Nevertheless, they are invariably represented 
in group on the door-lintels of the Jaina temples and also on the parikara of the 
Jina images between eighth and 12th century A.D. Their rendering was more 
popular with the Digambaras, specially at the Jaina sites of Mathura, Deogarh 
and Khajuraho. However, the representation of the navagrahas at Svetambara 
Jaina sites is rarely met with. It is worthwhile to note here that the iconographic 
features of the navagrahas at Jaina sites lack in variety and follow the Brahminic 
tradition. oSia = | 

All the grahas in the present door-lintel possess two hands and wear decorated 
mukutas, necklaces and other usual ornaments. Sarya sits in utkutikasana ( squatting 
pose ) and holds long-stalked lotus in each of his hands. In front of Sarya 
is carved a small standing female figure, who may be identified with Usa. The 
subsequent six figures, following Surya, sit in lalitasana and show tha abhaya-mudra 
and a kalaéa in their right and left hands, ~They represent Candra, Mangala, Budha, 
Brhaspati, Sukra and Sani. Rahu, only with bust, occupies the extreme end 
of the slab. His hands are shown in the tarpana-mudra. Over the head of Rahu, 
there appears Ketu, a snake deity, in hovering pose with his hands folded. He is 
shaded by cobrahoods and his body below the waist is that of a serpent. 





Foot-notes 

(1) All other door-lintels at the site invariably contain the figures of Cakresvart, 
Ambika, Laksmi, Sarasvati, and in one instance Siddhayika also. — 

(2) Rapamandana 6.,25-26. 

(3) Pratisthasarasamgraha 5. 15-16, Pratisthasaroddhara 3. 156. 

(4) Pratisthasaroddhara 3. 176, Pratisthatilakam 7.22, p. 347. 

(5) Pagankufau padmavare raktavarpa caturbhuja / 
padmasana kukkutastha khyata Padmavatiti ca // 
AparAjitaprecha 221.37; Also see, Pratisthasaroddhara 3.174. — 





IV 
* MAHAVIDYAS 
THE ICONOGRAPHY OF THE SIXTEEN J AINA MAHAVIDYAS AS 
REPRESENTED IN THE CEILING OF THE SANTINATHA TEMPLE 
AT KUMBHARIA 

The Sixteen Jaina Mahavidyas* forming a group of Tantric goddesses were 
accorded the most favoured position among both the Svetambara and Digambara 
Jaina sects.2 Almost all the iconographic works from c. eighth century A.D. 
onwards treat of the individual iconographic forms of the Sixteen Jaina Mahavidy4s. 
Unlike the case in the Syvetambara sect’s vestiges in Rajasthan and 
Gujarat, wherein depiction of Mahavidyas invariably occurs, no sculpture of 
painting of the Digambara affiliation has so far been reported by scholars to depict 
them.® At Khajuraho, however, on the mandovara of the Digambara Jaina temple 
of Adinatha ( 11th century A.D. ), a series of Sixteen Jaina goddesses was noticed by 
the author, which may be identified with a group of Sixteen Jaina Mahavidyas*. 

The earliest-known representations of the Syetambara Jaina Mahavidyas, as 
temple decorations, are found atthe Mahavira temple at Osiafi (Rajasthan),° built by 
the Pratihara Vatsaraja at the close of the eighth century A. D.© (These Mahavidya 
figures almost fully correspond to “the iconographic forms enjoined by the 
Caturvimsatika (of Bappabhatti Sari-743-838 A.D.), the earliest-known iconographic 
text dealing with the individual iconography of the Jaina Mahavidyas. However, 
Prajiiapti, Naradatta, Gandhari, Mahajvala and M4navi are not represented at the 
temple, while Rohini, Apraticakra, Vairotya and Mahamanasi enjoyed more 
favoured position). ; soaee 

We shall here discuss, in detail, the iconography of the set of Sixteen Maha- 
vidyas as portrayed in the bhramika ceiling of the Santinatha temple (1077 A.D.)" 
at Kumbharia, District Banas Kantha (North Gujarat)® (Fg. 42). The ceiling 
containing the figures of the Sixteen Mahayidyas is close to the Rangamandapa of 
the temple on east. All the five Jaina temples at Kumbharia (constructed between 
1ith to the first half of the 13th century A.D.) are of the -§yetambara affiliation. 
This, it may be noted, is the earliest-known set of the ‘Sixteen Jaina Mahavidyas.® 
Other subsequent sets of the Sixteen Mahavidyas are known from the Vimala 
Vasahi ( two sets: one in the Ratgamapdapa ceiling-1148-50.A.D. and the other set 
in the corridor ceiling infront of the Gell No. 41-latter half of the 12th century A.D.), 
the Laga Vasahi (one set-1232 A.D.) and the Kharatara Vasahi (two sets-16th 
centnry A.D.), all lying at Mt. Aba (Rajasthan).*° 
| Of the Sixteen Mahavidyas, under discussion, only eleven correspond, fully or 
partially with the injunctions of the Caturvithsatika and more so with the Niroaga- 
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kalika (c. 10th century A.D. ). However, in representations of two other Maha- 
vidyas, namely, Mahajvala and Acchupta, the prescriptions of the Acaradinakara 
( 1411 A.D. ) have been followed. One other Vidyadevi, Kali, not conforming to 
any known dhyanas, has been ‘dentified op the testimony of Khatoanga symbol. A 
firm individual identification of the remaining two Mahavidyas-Manast and 
Mahamanasi-could not be possible ‘nasmuch as they do not correspond even the least 
to any of the known dhyanas. In the present study the author, wherever necessary, 
has reinforced his identifications by other representations of the Mahavidyas in the 
fantinatha temple and other known sets of their collective renderings. 

The present group of the Sixteen Mahavidyas is shown all round the central 
scure of the Jina Suparfvanatha, seated as he is in the usual dhyana-mudra.** Supar- 
éyanatha with a five-hooded cobra overhead is seated on a sitthasana with two 
flanking camaradhara attendants and the usual cortége of accessary symbols.22 All 
the Mahavidyas, possessing four-arms, are seated in lalitasana on bhadrasana, with 
right leg hanging and left being tucked up.(The only other set representing Vidyadevis 
in seated posture is known from the Kharatara Vasahi ). Mahavidyas wearing 
the karanda-mukuta are bejewelled in dhot?, necklaces, stanaharas, armlets, bracelets. 
and anklets. However, the respective othanas of the Mahavidyas have not been 
carved in the set, which consequently makes the identification in some cases difficult 
or confusing. The other difficulty in regard to their identification, atleast in two 
cases, is that they are not represented in the order as_ prescribed by the iconograbhic 
texts.23 Had the order been maintained, the individual identification of Manast 
and Mahamanasi could also be firmly established even without other aid. Thus, 
in absence of the order, we shall begin arbitrarily with Apraticakra thence to pro- 
ceed clockwise. | : 

_ (1) Apraticakera (or Cakresvari)—the 5th Vidyadevi. She bears the 
varada-mudr& ( boon-conferring gesture ), a cakra (disc), a cakra and a Sankha (conch). 
Almost all the iconographic works describe Apraticakra as carrying discs in all her 
arms,?4 but excepting a few instances,*® she is invariably shown with discs in 
two or only one of her hands. 

_ (2) Mahakali—the 8th Vidyadevi. She holds the varadaksa ( varada-cum- 
rosary ), a vajra ( thunderbolt ), a ghanta (bell) with top designed like a trident, and 
a maiulinga (fruit ). The attributes fully correspond to the description of Maha- 
kali in the Caturoingatika.t® The Niroanakalika, however, prescribes the abha}a- 
mudr2,*" in place of a fruit. 

(3) Purusadatta (or Naradatta )—the 6th Vidyadevi. She carries a 
khadga (sword), a karmuka (2) ( bow ), a khetaka (shield) and a fruit. Except for the 
bow (2? ) the figure agrees with the description of the Niroanakalika, where bow has 
been substituted by the varada-mudra.2® (The figure’s identification with Maha- 
manast, however, is not unlikely inasmuch as the sword and shield symbols have 
also been invariable attributes of Mahamanasi ). 
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(4) Manavi—the 12th Vidyadevi. She betrays the varadaksa, a pasa (noose), 
a tree plant and a fruit. The figure agrees with the description of the Nirvanakalika, 
wherein she bears the zarada, a noose, a rosary and a tree.1® As it is apparent, fruit 
has not been prescribed by the Nirvinakalika. It may be noted here that in almost 
all other known instances of Manavi at Kumbharia and every where else, she has 
been rendered as carrying leaves of some tree in both of her upper hands. 


(5) Prajiiapti—the 2nd Vidyadevi. She shows the vsaradaksa, a Saktt 
(spear), a kukkuta (cock) and a fruit. Although in no Svetambara dhyana 
Prajfiapti is visualized as carrying kukkuta, in plastic art the representation of kukku$a 
was in vogue. The figure of Prajfiapti in the set of Sixteen Mahavidyas in the Ranga- 
mandapa of the Vimala Vasahi also shows a kukkuta and a Sakti in her upper pair 
of arms. The association of kukkuta, Sakii and the peacock with Prajfiapti suggests 
the bearing of the iconography of Brahminic deity Karttikeya. The figure concurs 
with the description of the Nirvapakalika, except for the representation of kukkuga.2° 


(6) Acchupta—the 14th VidyadevI. She bears.a sword, a sara ( arrow ), 
ashield and a bow. The figure agrees with the description of the Nirvagakalika 
which prescribes a snake in place of a bow.2! However, a later work ~ the 
Acaradinakara - envisages depiction of bow.?* 1g 





(7) Gauri—the 9th Vidyadevi. She holds the varadaksa, a gada ( mace-may 
be musala even ), a sanala-padma ( long-stalked lotus ) and a fruit. The figure, if the 
second attribute is accepted as a musala, almost fully corresponds to the Nirovagaka- 
lika, which prescribes the varada, a musala, a rosary and a jotus.2% 


(8) Gandhari—the 10th Vidyadevs. She shows the varadaksa, a thunder- 
bolt, a musala, and a fruit. The figure agrees with the description of the Nirvaga- 
kalika except substituting the abhaya for fruit.*+ It may be noted that in other 
instances at Kumbharia also Gandhart carries a thunderbolt and a musala in two 
upper hands. 3 


(9) Vairotya—the 13th Vidyadevi. She holds a sword, a snake ( uraga ), 2 
shield and a snake ( looking like a purse ).The figure is fully guided by the injunction 
of the Nirvanakalika prescribing the same set of symbols for Vairotya.35 


(10 ) Kali—the 7th Vidyadevi. She bears the varadaks2, a noose, a khatotnga 
(the osseous shaft of the forearm capped bya skull) and a fruit. On account of 
the khatvanga symbol the most plausible identification of the present goddess would 
be with Kalz. An influence of the Brahminic Camunda 236.another appellation 
of Kali, over this figure is here discernible. It may be noted that the present 
figure does not correspond the least to any of the known Svetambara dhyanas which 
generally prescribe for Kali a rosary, 4 mace, a vajra and the abhaya. Any parallel 

1 Gee 
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showing Kali with khatoanga is not known to the author. The fact that no other 
Mahavidya in the series is associated with khatodnga, an invariable attribute of the 
Brahminic Camunda or Kali suggests Brahminic influence on the present figure, 
Such trans-sectarian influences are, however, not unknown. We have already 
discussed in the previous pages how, violating the canonical injunctions, under the 
Brahminic influence kukkuta was associated with the Jaina Mahavidya Prajfiapti. 
( The occurrence of khatoanga, flames of fire and human head like fury symbols with 
the Jaina goddesses atonce suggests that the T4 ntric influence was gradually increa- 
sing in the Jaina pantheon. For example, an instance is known to the author from 
the Temple No. 12 at Deogarh ( 862) where in the series of the 24-Yaksis, the 
Yaksi associated with Kunthunatha ( the 17th Jina ) carries a human head held by 
its hair in one of her hands. ) sa 


( 11 ) RohinI—the Ist Vidyadevi. She carries the varadakga, an arrow, 4 bow 
and a fruit. As against the prescriptions of the Caiurvimsatika.* * and the Nirvana- 
kalika, she does not show the conch symbol. The texts prescribe a rosary, an arrow, 
aconch and a bow. Inthe sets of the Vimala Vasahi ( Ratgamandapa ) and the 
Kharatara Vasahi, however, Rohini exhibits conch in one of her hands. At 
Kumbharia also in other instances the association of conch with Rohini was not 
popular. » plant ed 

(12 ) Vajrankusa—the 4th Vidyadevi. She bears the varadaksa, an ankusa 
( goad ), a vajra and a fruit, which fuliyconform to the description of the Mroana- 
kalika.2® It may be noted that she, in conformity with her name, has invariably 
been incarnated with an atkusa and a vajra. ; mass 

(13) Mahajvala ( or Sarvastra-Mahajvala )—the llth. Vidyadevi. She 
holds the varadakja, a jxala-paira ( pot with flames ), a joa/a-paira and a citron. It 
may be noted here thai the Nirvinakalika and the Mantradhirajakalpa do not mention 
flames asher characteristic attribute. The Mantradhirajakalpa, however, prescribes 
snakes in all her four arms. The Caturvimsatika associates burning heti, as a distin= 
guishing symbol, with Manasi (jzalajjvalanahetika haratu Manasi...56°14 ) while — 
this has invariably been associated with Mahajvala, especially in’ art. It is to be 
noted that the Caturvimsatika combines the iconographic traits of two Vidyadevis - 
Manasi and Mahajvala - in one Vidyadevi, called Manasi. Hence, Mahajvala finds 
no meperete mention in the text. The Acaradinakara, however, describes Jvala Devi 
> hes two arms and carrying flames in both of them.*® Almost all the 
known instances depict Mahajvala as carrying two jodlapairas ( placed on the open 
palms and held with fingers ) in upper pair of hands. =e 






(14) Manas (?)—the 15th Vidyadevs. She shows the saradaksa, a Sala, 
a Sila and a fruit. As po available dhyana makes any provision for the rendering 
of the fala in the hands of Manasi, which happens to be the distinguishing attribute — 


of Prajfiapti, the present identification is doubtful. Since except Manast and Maha- 
manasi, all other Vidyadevis in the set are identified with certainty, the present figure 
and the following one would automatically represent Manast and Maha&manast or 
vice-versa. In all the iconographic works Manast is said to have carried thunder- 
bolts in upper pair of arms, and it may be the case that, by mistake, éflas have 


replaced thunderbolts. It may by noted that a goddess showing Salas in two upper 


arms was popular in the Santinatha and other temples at Kumbhiaria, but now- 
here her vahana has been carved, thus leaving the problem of her identification 
unresolved. 


(15) Mahamanasi (? )—the 16th Vidyadevi. She betrays the aaradaksa, a 
a long-stalked lotus and a fruit.2° As has already been mentioned, the figure does 
not conform the least to any of the known dhkyanas prescribed for Mahamanast, 
which generally conceive her with the varada, a sword, a pitcher anda shield ( the 
Niroanakalika, p. 37). It may be noted that the goddess with long-stalked lotus in 
each of the two upper hands, represented by a good number of sculptures in the 


Santinatha and other temples at Kumbharia and elsewhere, has never been provided 


with vehicle. Hence, the problem of her identification remains unsolved. The goddess 
with long-stalked lotuses in the upper hands is generally identifiable with Santidev3 
or Nirvini ( the 16th Yaks7 ). As the context here is precisely different, we are forced 
to identify her with Mahamanas?. 32 a 


(16) Vajragpakhala - the 3rd Vidyadevs. She holds the varada, a chain 
( §rrkhala ) in two upper hands (passing from behind the neck ) and a fruit. The 


figure corresponds to the description of the Wiroagakalika,?® except for showing a 


fruit against the lotus of the text. 


Foot-notes 


(1) The final list of the Sixteen Jaina Mahavidyas supplied by the later traditions 


of both the sects includes the following names : | 
( 1 ) Rohint, (2 ) Prajfiapti, (3 ) Vajragrikhala, (4) Vajraikusa, ( 5 ) Cakre- 





vari or Apraticakra ( Svet. ) and Jambunada ( Dig. ), (6) Naradatta or 


Purusadatta, (7 ) Kali or Kalika, ( 8 ) Mahakali, (9) Gauri, ( 10 ) Gandhars, 


(11) Sarvastra-mahajvala or Jvala ( Svet ) & Ivalamalint (Dig. ), 
(12) Manav, (13 ) Vairotya (Svet.) & Vairort ( Dig. ), ( 14) Acchupta. 


( Svet. ) & Acyuta ( Dig. ), (15 ) Manast, ( 16 ) Mahamanast. sad 
(2) For detailed study consult, Shah, U.P., ‘Iconography of the Sixteen Jaina 
- Mahavidyas’, Jour.Indian' Society'of Oriental Art, Vol. XV, 1947, pp. 114-177. 
(3) Ibid, Shah writes, ‘As yet no sculpture or painting of a Digambara Mahavi- 
dya is brought to light” | 


a 


a 
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(4) The prolific Digambara Jaina site at Khajuraho was visited by the present 
author and hence the results are based on his own studies. 


(5) However, U.P. Shah in his paper on the Jaina Mahavidyas has not alluded to 
any example of the Mahavidya figure from the Mahavira temple at Osiaifi. 


(6 ) Consult, Dhaky, M. A., ‘Some Early Jaina Temples in Western India’, Shri 
Mahavira Jaina Vidyalaya Golden Jubilee Volume, Pt. I, Bombay, 1968, 
pp. 325-26. 


(7) Sompura, Kantilal F., The Structural Temples of Gujarat, Ahmedabad, 1968, 
p. 129. According to Sompura, “The earliest four inscriptions on the pedes- 
tals of images are dated V.S. 1133 (= 1077 A.D.). This can safely be 
regarded as the date of the temple’! However, the present author during his 
visit to the Kumbharia temples has noticed even an earlier inscription of the 
Sathoat 1110 (=A.D. 1054 ) in the Cell No. 9 of the Santinatha temple. 

(8) The Vimala Vasahi’s two sets of the Mahavidyas’ collective representations 
were held to be the earliest examples of the collective rendering of these 
goddesses till the author found, a. still remoter instance of the kind at 
Kumbharia ils 

(9) However, U.P. Shahin his paper on the Jaina Mahavidyas does not refer 
to this earliest set. Further, it is the solitary instance of the collective represen- 
tation of the Sixteen Mahavidyas at the site and also, perhaps, in Gujarat. 

(10) Shah, U.P., Jaina Mahavidyas, pp. 120-21. 








(11) The rendering of the Sixteen Mahavidyas round the figure of Jina Supar- 
Svanatha, carved in the centre, suggests some affiliation of the Tantric 
group of Mahavidyas with the Jina, which, perhaps, is not known in the 
literature. 


(12 ) It includes trichatra topped by a disembodied figure and a pair of elephants, 
maladharas and divine musicians. 


(13) For example, Rohini is followed by Vajrankuga and Vajrasrakhala by 


(14) Shah, U.P., Jaina Mahavidyas, pp. 132-33. 


(15) At Osiafi on the Mahavira temple and on Devakulikas ( 11th century A. D. ), 
she is carved with discs in all her four hands. A few other identical in- 
stances have also been noticed by the author at the Parsvanatha temple at 
Sadri and at the Mahavira temple at Ghanerav, both in the Pali District 
in Rajasthan and ‘constructed in c. 10th-lith century A. D. However, in 
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the series of the 24-Yaksis at Deogarh ( Temple No. 12-862 A.D. ) also 
CakreSsvari shows discs in all her four hands. 
(16) Ghantendragastram safalaksamalam nrstha vahanti vimalaksamalam / 
Org Caturvimsatika 68.17. 
(17) See, Niroagakalika, p. 37. 
(18) Purusadattam kanakavadatam mahisivahanam caturbhujam varadasiyu- 
ktadaksinakaram matuliigakhetakayutavamahastarn ceti / / 
| Nirotnakalika, p. 37. 
(19) Manavinh syamavarnamh kamalasanam caturbhujam varadapasalankrtada- 
ksinakararn akgasttravitapalankrta vamahastarh ceti / 
Nirvagakalika, p. 37. 
(20) Prajfiaptimn évetavargparn maytravahanam caturbhujam varadasakti yukta- 
| daksinakaraznh matulingasaktiyuktavamahastam ceti / 
| ; Nirvanakalika, p. 37. 


(21) Acchuptamh tadidvargam turagavahanamn caturbhujam khadgabanayuta- 
daksinakararn khetakahiyutavamakaran ceti / | | 
ci Nirvanakalika, p. 37. 

(22) Savyapanidhrtakarmukasfaranyasfuradvisikhakhadgadharint / 
Actradinakara, P. II, Pratisthadhikaya. 34.14 


(23) Gaurirh devi kan akagaurimn godhavahanam caturbhujam varadamusa- 
layutadaksinakaramaksamalakuvalayalankrtavamahastarh ceti / 
Nirvanakalika, p. 37 
(24 ) Gandhartrndevin nilavarnam kamalasanam caturbhujam varadamusala- 
yutadaksinakaram abhayakuligfayutavamahastamn ceti / 
Nirvanakalika, p. 37. 
(25) Vairotyam Syamvarpan ajagaravahanam caturbhujan khedgoragalankrta 
daksinakararn khetakahiyutavamakaram ceti / eat 
Niroanakalika, p. 37. 
( 26 ) See, Banerjea, J. N., The Development of Hindu Iconograhy, Calcutta, 1956, 


p. 274. | = 
(2 ‘araksadhanugsankhabhronijayasovalaks4 mata... 
He Sigemeer | Caturvimsatika 12.3. 


(28) Vajranikusam kanakavargamn gajavahana:n caturbhujam varadavajrayuta- 
daksakaramn matulitgankugayuktavamahastan ceti{ 
| Niroagakalika, p. 37. 
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(29) Marjaravahana nityam jvalodbhasikaradvaya / 
faésnka dhavala jvaladevi bhadram dadatanuh // 
| Acaradiyakara, Pt. II Pratisthadhikara, 34°11. 
(30) However, in the Vimala Vasahi set of the Rangamandapa a goddess with 
mount buffalo ( of Purusadatta ) is rendered with long-stalked lotuses in 
| two upper hands. 
(31 ) As the previous figure has already been identified with Manasi the present 
figure may be identified with Mahamanast. 
(32) Vajrafrikhalamn fankhavadatan padmavahanan caturbhujam varadaéri- 
khalanvitadaksinakaram padmaérnkhaladhisthitavamakaram ceti / 
Nirvanakalika, p. 37. 


THE SIXTEEN JAINA GODDESSES ON THE ADINATHA 
TEMPLE AT KHAJURAHO 


The Adinatha temple, built in the latter half of the 11th century A. D.,? is 
dedicated to the first Jina Adinatha, also known as Rsabhanatha. The exterior 
walls and the door-way of the temple containa number of sculptures. Besides 
Gomukha,2 Asta-dikpala, Apsara, Gandharva, Kinnara, Vidyadhara and 
Sardula figures, the temple also contains the figures of Jaina Yaksi Cakregvars,8 
Ambika‘ and Padmavati.§ Moreover, on the southern adhisthana of the temple a 
figure of the four-armed Ksetrapala is also carved. He sits in /alita-pose and bears 
a mace, a mongoose, a snake and a fruit in hands. He is accompanied by a dog 
as his conveyance. The garbhagrha enshrines an image of Rsabhanatha, dated in 
1158 A. D, | 

Of all the sculptures, the most important ones are the sixteen figures of the 
goddesses harboured in the pillared niches of the outer walls of the temple. We 
propose to identify these goddesses with the Sixteen Jaina Mahavidyas. Our 
identification rests on two simple reasons. First, the number of the niches is Sixteen® 
which exactly corresponds to the number of the Sixteen Jaina Mahavidyas. Second, 
these figures have been accorded a\special status, evidenced by the rendering of 
diminutive figures of the four-armed goddesses, flywhisk-bearing female attendants, 
adorers, and above all the Jinas with them.._ | 

The Sixteen Jaina Mahavidyas occupy an exalted position among both the 
Svetambara and Digambara Jaina sects.7 Next to the Jinas and their respective 
Vaksa-Yaksi pairs, the Sixteen Jaina Mahavidyas only had the privilege to have 
enjoyed the most favoured _ position both in literature and art. It may be noted here 
that from among a number of Vidyadevis referred toin early Jaina literature, the 
most popular ones were put together and a list thereof was standardized at a later 
stage. The lists of the Sixteen Mahavidyas among both the Jaina sects were finalized 
sometime in the ninth-tenth century A. D. 

The figures of the goddesses in the sixteen rathikas of the Adinatha temple 
at Khajuraho assume special importance because it is perhaps the solitary instance 
of the rendering of Jaina Mahavidyas at a Digambara Jaina site. In our endeavour 
to identify these figures with the Jaina Mahavidyas, we have iaken the help of the 
following Digambara Jaina texts : the Pratisthasarasamgraha ( Cc. 12th cent. A. D.), 
Pratisthasaroddhara (13th cent. A. D.) and the Pratsthatilakam (1543 A. D.). 
We have also comparad the figures with the Svetambara texts, wherever necessary. 

All the goddesses are sheltered in pillared niches, measuring approximately 
31°" x 25”, with the figures of gaja-vpala-makara-trio and warrior carved at two 
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extremities. The goddesses, possessing four, six or eight arms, are bedecked in tall 
mukutas, necklaces, stanaharas, armlets, bracelets, anklets, eat-rings and dhoti. All the 
figures are badly mutilated and in two cases the niches are also vacant. Barring two 
figures, the goddess always sits in lalitasana on 2 lotus seat with her one leg dangling 
down and the other being tucked up. However, in the remaining two instances, the 
goddess stands in tribhanga. Over the head of the goddess, in each case, . 1s carved a 
tiny figure of a Jina, which in some cases are hidden behind the mukuta. Above the 
shoulder of the principal goddess, there appears, in each case, the two small figures of 
seated goddesses, possessing four hands and holding lotuses in two upper hands and 
the abhaya-mudra and a water-vessel in the lower ones. The principal goddesses are 
flanked by two female flywhisk bearing attendants. The goddess, in each case, has an 
ornate halo and two worshippers, sitting close to her feet, with their hands folded in 
supplication. The two sets of seven figures each are carved respectively on the 
southern and northern facade, while the remaining two figures are on the western 
facade. The reading of our figures begins with the southern facade and runs from 
top downwards. 


The first figure of the southern extremity portrays a four-armed goddess, 
standing in tribhanga- and bearing a disc_and.a water-vessel in her surviving left 
hands, However, the figure of her, conveyance is not discernible. The goddess is not 


identifiable. The second rathika is vacant. -— 


The third niche harbours the ‘figure of an eight-armed goddess, seated in 
lalitasana on a lotus seat. Close to her feet, there appears her vahana, horse. The 
goddess holds the abhaya-mudra, an indistinct object,a long object,an arrow, an 
indistinct object, a bow, a staff a water-pot in her hands. On the strength of the 
othana, she may be’ identified either with Prajzapti® or with Acyuta.? However, the 
attributes of the goddess do not correspond with any of the iconographic prescri- 
ptions of the Digambara works, But in Svetambara texts, Acchupt4, with horse as 
her mount, is conceived as holding a bow (ora snake), a shield, a sword and an 
arrow in her hands.?° The rathika bimba of the fourth niche has also disappeared. 











The fifth niche contains the figure of a six-armed goddess, sitting in /alita-pose 
under the canopy of a seven-hooded cobra. In her two surviving right hands, she 
holds a lotus and a noose. Adjacent to her seat is carved a figure of tortoise, meant 
tos oahana. On the testimony of vahana, she may be identified with Gandhart.- 
ng may also be identified with Vairott on the basis of her association with snake. 
According to the Digambara texts, Vairoti rides a lion and holds snakes in her 
hands. # However, the seven headed snake canopy also reminds us of Padmavatt, 
the Yaksi of the 23rd Jina ParSvanatha. | 





pyar a sixth ratkika shelters the figure of an eight-armed goddess, seated in /alita- 
sana ona lotus seat. Close to the seat is carved her conveyance, lion. She bears 
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the abhaya-mudra, a mace (? ), a trisala(? ), a mongoose (? ), aparasu and a Sakti 
‘n her surviving hands. We have not been able to identify the goddess on the basis 
of the available Digambara texts. However, the Svetamb Se Rilpaios 

| ; a) ara works envi io 
for Mahamanasi as her mount.*$ anne Hon 


The eight-armed goddess of the seventh niche sits in Jalita-pose ona lotus 
seat. Under the feet of the goddess is portrayed the figure of her vehicle Soe ne 
She holds in her surviving handsa sila, a vajra, a sword, a shield and : reang 
The goddess cannot be identified on the testimony of the available Digambara bee: 
However, in a §vetambara text, Mahamanasi is conceived as riding a makara aad 
holding a sword, a shield, a jewel and the varada-mudra in her four hands*4, Above 
the shoulder of the principal goddess, there appears on each flank, a four-armed 
goddess seated in Jalitasana and holding the abhaya-mudra, a sik, a manuscript 
( rolled with lotus ), and a water-vessel. Below these tiny figures are carved harisa, 
meaat for vthana. | 


The goddess harboured in the eighth niche is also eight-armed. She sits in 
lalita-pose on a lotus seat. Close to her feet is depicted bull mount. The goddess 
wears jata-mukuta and holds in her surviving: hands a trigala, some weapon, a tokens 
and a noose. The goddess may represent Gauri. According to the Svetambara text 
Mantradhirajakalpa, Gauri rides over a bull and carries a lotus, a rosary, the yi Sar 
mudra and a staff in her hands.*° f otasr-tO3" 


The ninth rathika shelters the figure of a four-armed goddess, seated in lalita- 
sana With a rampant lion, meant for vahana, carved below the lotus seat. In one of 
her remaining hands, she holds a manuscript entwined by a lotus. The goddess is 
not identifiable. | Rea: 

The figure sheltered in the tenth rathika is bad!y mutilated. The goddess here 
is eight-armed but only one hand, carrying a shield, has survived to us- The vehicle 
of the goddess appears to be either a peacock or a swan. If the mount is taken to 
be swan, she may be identified with Purusadatta, who, according to the Digambara 
dhyana, carries a vajra, a lotus, a conch and a fruit.2° 


The figure in the eleventh niche is also badly mutilated. All the eight hands 
of the goddess are broken off. The goddess rides over a garuda, represented in 
human form and wearing a graland of snake. On account of garuda vahana, the 
soddess may be identified as Apratickr’, who, according to Svetambara texts, rides 
a garuda and holds discs in all her hands.!7 The twelfth rathika exhibits, a four- 
armed goddess, standing on a pedestal and holding in her three surviving hands the 
varada-mudra, a rolled lotus and a rolled lotus. The shana is not discernible. The 
goddess remains unidentified, The thirteenth niche contains the figure of an eight- 


12 
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armed goddess, sitting in lalitasana ona lotus seat. All her hands are damaged, 
but the figure of her elephant mount is extant. On the strength of epeee mount, 
the goddess may be identified either with Vajraérakhala or with Vajrankusa.*® 


The figure in the fourteenth niche portrays an eight-armed goddess, sitting in 
lalita-pose with a deer carved as conveyance. In her two SUrVIVINg hands, the 
goddess bears the abhaya-mudra and a shield. The goddess may aus identified with 
Kals. The Digambara texts conceive Kali as riding a deer and hoiding a pestle, a 
sword, a lotus anda fruit!®. The figure in the fifteenth niche shows a four-armed 
goddess, sitting in dhyana-mudra on a lotus seat. All her hands are broken away. 
The conveyance is conspicuous by its absence. The goddess cannot be identified. 
The sixteenth rathika harbours a figure of an eight-armed goddess, sitting 
‘n lalitasana on a lotus seat. Only one hand, showing the abhaya-mudra, has survived 
to us. The othana here is, perhaps, a peacock with its head being damaged. On 
account of peacock vahana, she may be identified with Jambtnada,2° who, accor- 
ding to the Digambara texts, rides a peacock and bears a sword, a spear, a lotus 
and a fruit in her hands. 


Foot-notes 


(1) Krishna Deva, ‘The temples of Khajuraho in Central India’, Ancient India, 
No. 15, 1959, p. 58. 

(2) The facade coniains eight Gomukha figures. All of them possess four 
hands and stand in tribhanga. They bear the varada-mudra, an axe ( ora 
rolled lotus ), a rolled lotus and a water-pot. 

(3) The temple has two figures of Cakresvari; one on ‘the northern adhisthana, 
and the other on the door-lintel. In both the instances, the four-armed 
Cakregvari rides.a garuda, represented in human form, and shows the — 
abhaya-mudra, a mace, a disc and a conch in her hands. 





(4) The temple contains three figures of Ambika;one on the western adhi$thana, 
the other on the door-way and the third one on the eastern éikhara. In all 
the examples, the four-armed Ambika holds a bunch of mangoes, a rolled 
lotus, a manuscript entwined by rolled lotus ( or just a rolled lotus ) and a 
child (clasped in lap and touching her breast). Close to the feet of Ambika 
is carved her vahana, lion. Excepting in the case of {ikhara figure, where 
she stands, Ambika always sits in lalitasana. | 
(5) Padmavatt is represented by one sculpture, carved on the door-way. The 
| four-armed Padmavatt sits in Jalita-pose and holds the abhaya-mudra, a 
noose, a lotus-bud and a water-vessel. Above her head is shown the canopy eke 
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(6) 


(7) 


(8) 


(9) 


(10) 


(11) 
(12) 
(13) 


(14) 


(15) 


of a five-hooded cobra. However, the figure of her vahana is not 
discernible. 


Likewise, we have noticed sixteen rathika figures on the facade of the 
Caturbhuja and Daladeo Temples at Khajuraho. The rathika figures in the 
cases of above Hindu Teniples portray Brahma, Siva, Vispu, Surya, 
Camunda, Narasirnha, Laksmi and some of the composite forms of 
Brahminic deities. 
For details consult, Shah, U.P., ‘Iconography of the Sixteen Jaina 
Mahavidyas’, Journal of Indian Society of Oriental Art, Vol. XV, 1947, 
pp. 114-77. 
Tadbhaktikam tvafvagatelinilam Prajfiaptikercdmi sacakrakhadgam // 
Pratisthasaroddhara 3. 38. 
Dhautasihasta:n hayagecyute tva:zn hemaprabhatam prapatam pranaumi // 
Pratisthasaroddhara 3. 50 
Acchupta:h tadidvarna:n turagavahana:n caturbhujazh khadgavanayutad- 
aksinakarazn khetakahi yutavamakararh ceti / 
dra Gen Ns Nirvanakalika, p. 37. 
Also consult, Acaradinakara, Pt. Il—Pratisthadhikara 34. 14. 
Cakrasibhratkarmagantlamurte grhana Gandhari tasndaghrgaidham // 
Pratisthasaroddhara 3. 46. 
tvarh sirnhagamattadarpasarpam yajfiesya Vairoti yajebhranilam [/ 
Pratisthasaroddhara 3. 49 
Also consult, Pratisthasarasam graha 6.13. 
Mahamanasin dhavalavarnam simhavahanam caturbhuja:n varadasi- 
yuktadaksipakara:n kugdikaphalakayutavamahastam ceti [| 
; Nirotnakalika, p. 37. 
Also consult, Mantradhirajakalpa 3. 18 
Kara khadgaratnavaradadhyapanibhrechasinibha makaragamana / 
Actradinakara, Pt. I Pratisthadhikara 34. 16 


Mantradhirajakalpa 3. 11 


(16 ) Kokagrtarn vajrasarojahastarn yaje sitan Purusadattike tvam // 


Pratisthasaroddhara 3. 42. 
Also consult Pratisthatilakam 7. 6. | 
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(17) Apraticakrarn tadidvargan garudavahanam caturbhujam cakracatus{ay- 
abhisitakara:m ceti // 
Nirvanakalika, p. 37. 
(18) Shah, U. P., op. cit., pp. 127-32. 


(19) Yastannatarca bhaja Kali bharmaprabha mrgastha musgalasihasta I] 
Pratisthasaroddhara 3. 43. 
Also see, Pratisthatilakam 7.7 
( 20 ) cvavereee Sikhistha / 
Jambanadabha dbrtakhadgakunta Jambtnade svikuru yajnabhagam | (ie 
‘ Pratisthasaroddhara 3. 4] 
Also see Pratisthatilakam 7. 5. 


ICONOGRAPHIC FEATURES OF THE SIXTEEN JAINA 
MAHAVIDYAS 


Here we propose to discuss the iconographic features of each of the Sixteen 
Jaina Mahavidyas as enunciated in the iconographic texts of both the Svetambara 


and the Digambara sects. We deem it necessary to write at the out set something 
about the iconographic texts in respect of their affiliation, date and author’s name. 


(A) Svetambara Texts : | 

(1) Caturvimsaiika of Bappabhatti Suri—c. 743-838 A.D. (abbreviated as 
Caturvitt), (2) Caturvimsati Stotra of Sobhana Muni—Latter half of 10th century 
A.D. (elsewhere as Stotra ), (3) Nirvanakalika of Padalipta Sari-c. 10th century 
A. D. ( elsewhere as Nirvana ). (4) Mantradhirajakalpa of Sagara Candra Stri— 
date controversial-probably 12th century A. D. ( elsewhere as Manira. ), (5 ) Acara- 
dinakara of Vardhamana Stri—1412 A. D. ( elsewhere as Acara ). 


(B) Digambara Texts ; ral 
| (1) Pratisthasarasamgraha of Vasunandi c. 12th century A. D. ( elsewhere 
as Sat grahe ), (2) Pratisthasaroddhara. of Agadhara c. 13th century A, D. ( else- 
where Saroddhara), (3) Pratisthatilakam of Nemicandra 1543 A. D. ( elsewhere 
as Tilakam), (4) Sarasvata-yantra-Paja of Sybhacandra-date not known (elsew- 
here as Yantra-Pija ). 

We may note here that the prescriptions of the later works, however, have 
been mentioned only in such cases where they supply us with some new 
informations. 

(1) Rohini: 

(A) Svetambara-Caturvim and Nirvana : 4_-armed; Mount Cow; Holds Arrow, 
Rosary, Bow, Conch; (B) Digambara: (i) Sam graha, Stroddhara- and Tilakam :— 
4—armed; Mi—Lotus; Carries—h alata, Conch, Lotus, Fruit (or Majulinga ), 
(ii) Yanira-paja.—Mt. Lotus; Bears—Spear, Lotus, Varada, Fruit. - 


(2) Prajiapti : 7 —— 

(A) Svet.—( i) Caturoim :—Mt.—Peacock; Holds—Sakti, (il) Stotra; calls her as 
Saktikara, (iii) Niroaga -__4—armed, Mt. Peacock; shows—YV arada, Sakti, Citron, 
Sakti, (iv) Acara: Mt. Peacock, Carries—Sakti and Lotus, (v) Manira: Holds— 
Trident, Staff, Abhaya, Citron; (B) Dig: (}) Saroddhara : Mt.—Horse, Beats—Khadga 
and Disc. (ii) Tilakam. Disc, Sword, Conch, Varada; (iii) Samgraha : It merely 


- fefers to Khadga. 
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(3) Vajrasrnkhala : 

(A) Soet : (i) Caturvit and Stotra : Mt.—Lotus, Chain in one or both hands; 
(ii ) Nirvaga and Mantra: Mt. Lotus; Carries—V arada, Chain in two hands, Lotus; 
(iii ) Actra: Mt.—Lotus; Rears—Chain and Club; (B) Dig. () Saroddhara: Mt. 
Lotus; Bears—Chain in one or both the hands, (ii) Tilakam: Holds—Chain, Conch, 
Lotus, Citron, (iii) Yantra-paja : Mt.—Elephant; Ho!ds—V gjra, (iv ), Sathgraha—it 
merely refers to chain. 


(4) Vajrankusa : . 

(A) Soet. : (i) Catursim and Stotra : Mt.—Elephant; Bears—Thunderbolt and 
Goad; (ii) Nirvana: 4—armed; Mt. - Elephant; Holds—V aradz, Vajra, Citron, 
Ankuga; (iii) Acara : Mt.—Elephant, Catries—Sword, Thunderbolt, Shield, Spear; 
(iv) Manira: Mt.—Elephant, Holds—Furit, Rosary, Goad, Trident. ( B) Dig: 
Samgraha: It merely refers to Ankuga symbol; (ii) Saroddhara: Mt. Puspayana, 
Holds : Goad, ( iii) Tilakam: Holds—Goad, Lotus, Citron; ( iv } Yanira-pija : Mt. 
Elephant; Holds —Thuderbolt, Goad. 


(5) Apraticakra : 

(A) Soet. : (i) Caturvim, Stotra and. Acara : Mt.—Garuda; Holds—Dises in all 
her hands; (ii) Nirvdna: Wields —Discs in -all her four hands; (iii) Mantra: Mt.— 
Man; Bears—Discs in hands; (B) Dig—Appellation—Jambunada : (i) Stroddhara 
and Yantra-paja : Mt. —Peacock; Carries—Sword, Spear; (ii) Tilakam : Holds—Sword, 
Spear, Lotus, Citron; (iii) Samgraha : It merely refers to Sword. 

(6) Naradatta of Purusadatta : af 

(A) Soet: — (i) Gaturoimn : Mt.—Buffalo; Holds—Sword, (ii) Stotra and Acarn: 
Mt. Buffalo; Bears—Sword, Shield; (iii) Miroana : 4—armed; Mt.—Buffalo; Carries— 
Varada, Sword, Shield, Citron; (iv) Manira: Mt. Lotus; Holds—Sword, Shield, — 
Citron, Abhaya; (B) Dig :—‘i) Saroddhara : Mt.—Cakravaka (ruddy goose); Holds— 
Vajra, Lotus; (ii) Tilakam : Bears—Vajra, Lotus, Conch, Fruit; (iii) Samgraha : It 
merely mentions Vajra as her symbol. ‘ 


(7) Kali: 


(A) Set :—(i) Caturvim : Mt.—Lotus; Betrays- Club, Rosary, (ii) Nirodga: ee 


4—armed; Rosary, Mace, Vajra, Abhaya, (iii) Mantra : Mt.—Lotus; Bears — Trident, 
Rosary, Varada, Club; (B) Dig. : (i) Saroddhara : Mt.—Deer; Holds— Pestle, Sword; 
(ii) Tilakam : Bears—Pestle, Sword, Lotus, Fruit. (ili) Samgraha: It merely prescribes 
Musala for 4—armed Mahavidya. eats eee = 
(8) Mahakals : Sp es | | — 
es (A) Suet. : (i) Caturoim, Stotra and Acara : 4—armed; Mt.—Man; Holds—Vajra, = 
Fruit, Bell, Rosary; (ii) Nirotga : Bears—Rosary, Vajra, Abhaya, Bell; (iii) Mantra: | 
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Lotus, Rosary, Varada, Bell; (B) Dig. : —(i) Saroddhara and Tilakam: Mt. Sarabha 
(fabulous animal); Holds—Bow, Sword, Fruit, Arrow; (ii) Yantra-paja: Mt.— 
Astapada—animal; Bears—Sword, Bow; (iii) Samgraha: For 4—armed goddess, it 
provides only Vajra. 


(9) Gauri: 


(A) Scet. : (i) Caturvih and Stotra : These refer to mere Lotus Symbol; 
(ii) Moana and Acara : Mt.—Godha (Alligator); Holds—Varada,Pestle,Rosary, Lotus; 
(iil) Manira: Mt. Bull, Bears—Lotus, Rosary, Varada, Staff; (B) Dig.: All texts 
unanimously envisage Lotus as symbol and Alligator as vahana. 


(10) Gandhari : 


(A) Suet : (i) Caturvi, Stotra and Actra: Mt.—Lotus; Holds—Vajra, Pestle; 
(ii) Nirvana : Mt.—Lotus; Bears - Varada, Pestle, Abhaya, Varada; (iii) Mantra: Mt. 
Lotus; Betrays—Trident, Staff, Abhaya, Varada; (B) Dig. : (i) Sayoddhara, Tilakam 
and Yantra pija: Mt. Tortoise; Holds-Disc, Sword; (ii) ee: _4—armed. It 
envisages disc only, 


(11) Sarvastra Mahajvala or Jvalamalins ; 


According to Hemacandra, she is. sO called because large ees of fire issue 
from all the weapons held by her, hence Jvala being her chief symbol. (A) Svet. : 
(i) Nirvana : Mt. Boar; Holds—innumerable weapons; (ii) Acara : Mt. Cat: Wields— 
‘Fire-branded in both hands; (iii) Mantra: Mt. Goose, Bears—Serpent in each of 
four hands; (B) Dig. : (i) Sattgraha: 8—atmed, Holds—Bow, Sword, Shield; 
(ii) Saroddhara and Yanira-paja: Mt. Buffalo; Wields—Bow, Shield, Sword, Disc, 
(iii) Tilakam : 8—armed, Bow,Arrow and such other weapons and shines with flames, 

(12) Manavi : 

(A) Soet. : (i) Caturvith and Stotra : Mt. Lotus; Holds—Fine Tree : full of fruits 
and foliage; (ii) Niroaga: Mt. Lotus; Wields—Varada, Noose, Rosary, Tree. 
(iii) Acara : Mt.—Blue Lotus;Carries—Tree; (iv) Manira: Bears—Tree,Rosary,Varada: 
(B) Dig. : (i) Saroddhara: Mt. Hog, Holds—Fish, Trident; (ii) Tilakam : Wields~ 
Fish, Sword, Trident; (iii) Sat graha : refers to Trident only. 


(13) Vairotya or Vairoti : 


(A) Suet. (i) Caturvim : Holds—snake, sword; (ii) Stotra : Mt. tae § Bears— 

sword; (iii) Nirvana and Mantra: Mt. Cobra (in former text) and Garuda (in latter 

text); Holds—Snake, Shield, Sword, Snake; (iv) Acara : Mt. Lion; Wields—sword, 

_ Shield, Snake, Varada; (B) Dig. (i) Sategraha +: 4—armed; Holds—Snake; 

(ii) Saroddhara, Tilakam and Yantra-paja : Mt. Lion; Bears—Snake (Number of hands 
are not specified.) 
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(14) Acchupta or Acyuta : 

(A) Suet : (i) Caturvish : Mt. Horse; Bears— Sword, Bow, (ii) Siaira and Acara : 
Mt. Horse; Holds—Bow, Shield, Sword, Arrow; (iii) Nirvana : Mt. Horse; Wields— 
Sword, Arrow, Shield, Snake; (iv) Mantra : Sword, Asipaira, Arrow, Shield; (B) Dig. : 
(i) Sati graha : 4—armed; It merely refers to Vajra symbol; (il) Saroddhara, Tilakam 
and Yantra—pija : Mt. Horse; Holds —white sword. | 


(15) Manasi - 

(A) Soet. (i) Caturvim : Holds Burning Heti, (ti) Stotra : Bears Vajra alone, 
(iii) Niroana : Mt. Swan, Wields—Varada, Vajra, Rosary, Vajra, (iv) Acara: Mt. 
swan, Carries —Vajra, Varada, (v) Manira - Mt. Swan, Betrays - Trident, Rosary, 
(B) Dig. : All the works visualize her with hands folded in Namaskara-mudra. 


(16) Mahamanasi : 

(A) Suet. : (i) Catuyoir : Mt. Lion, Holds—Sword, Shield, Jewel, Kundika. 
(ii) Stotra « Mt. Lion, Bears—Sword, (iii) Nirvana and Mantra: Mt Lion, Wields— 
Varada (Abhaya), Sword, Pitcher, Shield, (iv) Acara : Mt. Crocodile, Carries—Sword, 
Shield, Jewel, Varada; (B) Dig. (i) Satngraha : She merely shows Prapama-mudra, 
(ii) Saroddhara and Tilakam : Mt. Swan, Holds—V arada, Rosary Goad, Garland. 

The Niroagakalika envisages a special mudra for each of the Sixteen Maha- 

vidyas.? These mudras suggest the chief identifying symbols of the 16—Mahavidyas. 
The 16 mudras are as follows:—(1) Sankha, (2) Sakti, (3) Srakhala, (4) Vajra, 
(5) Cakra, (6) Padma, (7) Gada, (8) Ghanta, (9) Kamagdalu, (10) Parasu, (11) Parasu 
(of another mode), (12) Vrkga; (13) Sarpa, (14) Khadga, (15) Joalana, (16) $r4-Magi. 





Foot-note 
1. Consult, Shah, U. P., ‘Iconography of the Sixteen Jaina Mahavidy4s’, Jour, 
Indian Society of Oriental Ari, Vol. XV, 1947, p. 168, ae 


V 
MINOR DEITIES 


BAHUBALI IMAGES FROM NORTH INDIA 


Bahubali, the second son of the first Jina Rsabhanatha was born of his junior 
queen Sunanda. His step-brother Bharata who became Cakravartin succeeding his 
father, ruled from Vinita; while BahubaltH—known as Gommatesvara in South 
India—was ruling from Taksagila. (The Digambara tradition makes Bahubali rule 
from Podanasa or Podanapura). After gaining the victory in aduel with his elder 
brother Bharata, Bahubals turned ascetic and performed very rigorous austerities. 
For one whole year he stood in kayotsarga-mudra (the attitude of dismissing the body) 
and j in the enj obtained kevala-jiana (omniscience). The fierce austerities of Babu- 
bali have been narrated in literature?, as well as suggested in sculpture.2 The 
Bahubals representations show snakes issuing out of the ant-hills which developed 
near his feet and creepers entwined round his body, suggesting the long period of 
time in which he was absorbed in tapas.and meditation. Furthermore, the figures 
of the snakes, lizards and scorpions shown creeping over Bahubali’s body also 
project and reinforce the same idea. The»erect posture of Bahubalt is symbolic of 
perfect self-control, while the nudity implies absolute renunciation achieved after a 
complete victory over passions. | 

The life and tapas of Babubalt are yilderated in detail in the scriptures of both 
the sects of the Jainas. Somehow, the Bahubali worship was notso popular in the 
éveiambara sect as it was in the Digambara one. U.P. Shah records only two 
Svetambara images of Bahubalt, which in keeping with the white-clad tradition, 
show him with dboti. These come from the’ Vimala Vasahi, Delwada, Mt. Abt 
(12th cent. A D.), Rajasthan and the Adinatha temple, Mt Mt Satrufijaya, Gujarat.* 

Besides, the author has also noticed a Svetambara representation of Bahubali 
in a bay of the Santinatha temple (11th century A. D.) at Kumbharia in North 
Gujarat. The bay, attached to the rangamagdapa on the west, represents the five 
chief auspicious events (Patica-kalytnakas) from the life of Rsabhanatha and it also 
“shows, in the third band, the scene of the fight between Bharata and Bahubali. It 
also contains a figure of Bahubali wearing a dhoti and standing in the kayotsar ga- 
pose. A climbing plant twines round his arms, legs and chest. To the left of Bahubalt 
stand two female figures with hands folded in supplication. These figures are labelled 
below as Brahms and Sundart, the two sisters of Bahubalt. 

It is generally believed that the occurrence of the Bahubali images is more 
frequent in South India than in North India.4 But a detailed study of some Digam- 
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bara sites in the North does reveal some cult images of Bahubalt. This bears 
testimony to at least one fact, that in the Digambara Community of North India, 
Babubali was accorded the same favoured position as he enjoyed in South. 

Of the five images so far reported, three are as yet not illustrated; the images 
so far published are from Deogarh, U. P. and Prabhasa Patana, Gujarat. 

The image of Bahubali hailing from Prabhasa Patan1, Gujarat, now deposited 
in the Junagarh Museum, is much mutilated but the ant-hills and the shade of a tree 
overhead with two hovering maladharas are clearly visible.© The sky-clad Bahubalt 
stands in the kayotsarga-mudra with his hands and thighs entwined by a climbing 
plant. On both his sides are rendered two standing figures, now severely damaged. 
The image hewn out of buff-coloured sandstone is assigned, on stylistic grounds, to 
:. 9th century A. D. It is perhaps the earliest image of Bahubalt hitherto discovered 
from North India. ce 

The next image of Bahubali, coming as it does from Khajuraho ( M. P. ), 
is perhaps the second earliest image of Bahubals from North India. This 
sculpture carved on the southern outer wall of the maia temple of the Parsvanatha 
temple (c. 950-79 A.D.), is also the only example of a Bahubalf image in Khajuraho. 
Bahubalt,nude and in kayotsarga-mudra, with arm; reaching down to the knees, stands 
ona simple pedestal supported by two round pilasters at the two extremities. A 
carpet bearing a flower design hangs down “from the pedestal, below which, in the 
centre, is carved a dharmacakra flanked by two lions, suggesting simhasana. The 
creepers entwine the legs and the arms of Bahubali, while on the chest and belly 
parts creep lizards and scorpions. His chest is marked with the ¢rivatsa symbol and 
the hair is in the usual schematic curls. On either side of Bahubalt stands a female — 
attendant figure holding the end of the twisting vine. These female attendants are 
peculiar to the North Indian Bahubali images only. (The two female figures, 
perhaps, represent the two vidyadharis, who, according to the Digambara Puragas®, 
removed the entwining creepers from the body of Bahubali). The South Indian 
Bahubalt images in Ellora and Aihole, though nude, show the standing figures of 
the two sisters of Bahubali dressed like princesses, wearing crown and other ornam- 
ents. The depiction of the sisters was omitted in all known Digambara sculptures 
of Bahubalr from North India, in accordance with the Digambara tradition which 
does not speak about the presence of the two sisters at the time of Bahubali’s 
attainment of kevala-jiana. Beside these female figures, there appears, on either side, 
a flywhisk-bearer. A single umbrella, instead of the triple one, is depicted overhead, 
and on either side of it is shown a flying maladhara.” The flywhisk-bearers, maladharas, 
frivatsa symbol, and the lion pedestal—all being invariable features of the Jina 
images of Khajuraho and elsewhere—tend to show that the rendering of the present 
Bahubalt image was actually influenced by most conventions of fashioning the 

mages. The image is in buff-coloured sandstone. It measures 29x24 in, 
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Before describing the other Bahubali images, it would perhaps be appropriate 
here to mention the two other rather small figures of Bahubalf, belonging to 
c. llth century A.D. at Khajuraho. Of these, one is on the left jamb of the 
parikara of a seated image of Adinatha, now installed in the Modern temple No. 17. 
Here the vines reach over the thighs, arms and chest of Bahubalt in a traditional 
manner and the straight locks of hair fall on his shoulders. The other figure carved 
on the right extremity (beside middle Jina figure) of a door-lintel, now preserved in 
the Archaeological Museum, Khajuraho (Acc. no. 1724), likewise shows the climbing 
plant clinging to the legs and arms of Bahubalf. The depiction of these small figures 
in the group of miniature Jina figures demonstrates that at Khajuraho Bahubalt 
was doubtless given veneration equal to that of the Jinas. 


The third image of Bahubali is on display in the State Museum, Lucknow 
(Acc. no. 940). The image, carved out of red sandstone and measuring 49.4 18 in., 
dates from c. 10th century A. D. on stylistic grounds. Although the find-spot of 
the sculpture has not been given in the labelling of the museum, it seems,on the basis 
of its material, to have originated somewhere in Uttar Pradesh, more probably from 
the Kankali Tila, Mathura, an ancient Jaina site. The head and feet of this Bahubali 
are damaged. The legs and the hands of sky-clad Bahubali support creepers. The 
chest and the thighs also exhibit lizards.and scorpions. Round his neck is rendered 
a snake; and above his head is carveda much mutilated chatra with tWo drooping 
leaves. Two female attendants, facing Bahubali on either side, are holding creeper- 
ends. Bahubali wearing the frivatsa symbol and holding lotus-flowers in his hanging 
arms, a feature introduced some time in the 10th century, has a lotus nimbus behind 
his head. | 


The fourth sculpture (39 x21 in.), published by Klaus Bruhn in his work The 
Jina-Images of Deogarhk, was lying in the Temple No. 12 at Deogarh ( U.P.) 
but now it has been deposited in the neighbouring Saht: Jain Dharmagala Museum. 
The image, of about the 10th century A.D. stands on a tripartite pedestal. Bahubali 
as elsewhere, has the srivatsa mark on his chest. His legs and arms are wound about 
by aclimbing plant; a lizard anda scorpion are also there on his left and right leg 
respectively. A feature of this image is the representation of a snake clinging to 
his chest with its tail hanging down the right side over the abdomen. The hair, 
combed back in jasa-fashion, falls on the shoulders in the form of unplaited strands. 
The slightly oblong halo of Bahubalt is carved with a blossom circlet and a band 
filled with small dots. Here again the parasol is single. Bahubaliis, as in the 
previous instance, flanked by two standing female figures holding the ends of 
the creeper. 

The last sculpture of Bahubali, which comes from Bilhari, situated in Jabalpur 
district, Madhya Pradesh, shows him standing on a double-petalled lotus pedestal. 
The pedestal, like the Bahubali image from Khajuraho, is borne by two rampant 


~~ 


ti [ Elements of Jaina Iconography 


lions. From the pedestal hangs the covering cloth, below which is shown a dharma- 
cakra. At the two extremities of the pedestal appear two seated Jina figures. Bahubali 
has the ¢rivatsa symbol, and hair arranged in small curls with an usgisa-protuberance. 
Behind the head is a halo showing a blossom-circlet only. A creeper consisting of 
meandering stems and leaves entwines his legs, arms aud chest. Above the head of 
Bahubali is a much damaged triple parasol supported by a stick and surmounted by 
a drum, struck by a figure whose body is not shown®. On both sides of Bahubalf, on 
separate lotus pedestals, in tribhanga pose, stand the two female attendant figures 
holding the ends of the climbing plant. Above these figures there appear, OD each 
flank, six small standing Jina figures, one above the other. Above each shoulder of 
Bahubali are also sculptured, in a vertical row, three diminutive seated Jina figures. 
All the Jina figures are shown on separate lotus pedestals. Sporadically represented 
small Jina figures, the lion-pedestal, the nimbus and the triple parasol surmounted 
by a drum-beater—all, like those of the Bahubali image from Khajuraho, tetray a 
definite bearing of the iconography of the contemporary Jina images on the present 
image. The sculpture about 47 in. in height is hewn out of buff-coloured sandstone 
and can tentatively be ascribed to the 11th century A.D. on the basis both of style 
and iconography. 


It would also be appropriate here to’ take note of a small figure of sky-clad 
Bahubals, sheltered in a pillared niche caryed on the right corner of a door-lintel 
from Bilhari. Here Bahubali likewise stands on a pedestal supported by two lions, 
much damaged, with a dharmacakra in the centre, over which hangs the carpet. The 
vines reach over the knees and arms of Bahubals; while on the thighs there appear 
two snakes. On his chest, probably, creep the jizard and scorpion. A departure from 
the tradition, however, can b> noticed in the two femals figures, flanking Bahubali, 
who, instead of holding the ends of the creeper, have theirarms folded in the 
attitude of adoration. Here the drum-beater surmounting the triple umbrella and 
the flying maladharas are not present. Hair disposed in curls shows an usmiga- 
protuberance. The lintel can safely be dated c. 10th century A. D. 


Certain conclusions can now be drawn from the data we have noticed concer- 
ning the iconographic peculiarities of Bahubali representations in North India. None 
of our images is surrounded by ant-hills with serpents issuing out®, nor do they show, 
like those of the South Indian images the figures of the two sisters of Babubals, 
Brahmi and Sundari. On the other hand, they show some new features, not found in 
any of the South Indian images. First, the lion pedestal with covering cloth and the 
iharmacakra, carved in three examples, and the umbrellas, which in two examples are 
single and in two others triple, are a feature of the North Indian Bahubali images*?. 
Second, the depiction of creeping lizards and scorpions on the body of Bahubalt is a 
convention restricted to the North Indian images??. Third, the standing figures of 
the two female attendants, facing Bahubals, holding the ends of the creeper are also 
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peculiar to the North Indian Bahubali figures, especially those belonging to the 
Digambara tradition??. All the images of the Svetambara tradition, known from 
the Vimala Vasahi temple, Rajasthan, the Adinatha temple, Mt. Satrufijaya, Gujarat, 
and the Santinatha temple at Kumbharia, Gujarat, show, in consonance with the 
$yetambara tradition?’, the figures of the two sisters Furthermore, the Bahnbali 
im ages showing the casual representations of the lion pedestals, small Jina figures, 
attendant flywhisk-bearers, garland-bearing celestial beings,the bhamandal as,umbrellas, 
surmounted in one example by a drum-beater, and the Srivatsa symbols, in all the 
figures, as pointed out earlier, bear witness to their affinity to the Jina images. And 
the minor variations, seen among these Northern images, can be explained as local 
influences, in a particular period and region, where the art and theory influenced 
each other. The point where the two major traditions agree is the presence of climb- 
ing plants entwining the legs and arms of Bahubalt, always standing in katyotsarga- 
mudra. 
& 


Postscript 

- During his recent visit to Deogarh,the author came to notice six representations 
of Bahubali, two of which have already been illustrated by Klaus Bruhn. Two timy 
figures represent Bahubali as standing in Kkayotsarga-mudra with rising creepers 
winding round his arms and legs One of the tiny figures is carved on a pillar of the 
porch of the Temple No. 12 and another is at the right end of the door-lintel of the 
Temple No. 19. The former figure of Bahubali is attended on the left by a female 
cauri-bearer, while the corresponding female on the right holds a kalasa. The other 
three figures are significant since they follow a homogeneous formula of the Jina 
representation, in effect throughout the country during the early mediaeval period 
and onwards. The occurrence of such a close similarity in the rendering of the two 
strengthens the author's view that at least in the Digambara community, as is evident 
from the sculptures, Bahubali was accorded a status equal to that of the Jinas. 
Of the three images, two ate enshrined in the Temple No.2 and one in the 
Temple No. 11. 


One of the tvo images (27 X 15 in. ) installed in the Temple No. 2, shows 
Bahubali as standing nude in kayotsarga-mudra ona simhasana with two devotees 
sitting at his feet and two camaradhara attendants flanking him ( Fig. 40 ). Bahubali 
is endowed with a triple parasol topped by a prostrate figure beating a drum and 
two hovering maladharas carved at the sides. Both the legs of Bahubalt are entwined 
by a climbing plant; and his arms support two snakes. The figures of lizards, snakes 
and scorpions are also carved creeping on the legs in the intervening space free from 
creepers. Bahubali wears the srivatsa symbol on his chest and has his hair done in 
curls with a small top-knot. At left of Bahubals, in front of a pilaster, sits a royal 
figure; he may represent Bharata, his elder brother. | 
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The otber Bahubali image, a unique one, in the same temple is a éri-tirthika 
image (2621.3 in.) showing Bahubali standing with two other Jinas, identified, by 
comparison of cognizances, with Sitalanatha and Abhinandana (Fig 41). Each of 
these three figures stands in kayotsarga-mudra On @ simhasana with hanging carpet 
and dharmacakra. At the feet of each figure, accompanied by two flywhisk-bearers, 
sit two devotees with hands folded in supplication. Bach haloed figure is provided 
with three-tiered umbrella with a figure (the lower part of whose body is not shown) 
beating a drum and two flying maladharas sculptured on the sides. The legs of 
Bahubali, standing on the extreme left (viewer's standpoint), support meandering 
vines; and round the arms are coiled two snakes. Both the images of the Temple 
No. 2, assignable to the 11th century A. D., are fashioned from buff sandstone. 
However, the vidyadharis are not repesented, and ia their places two camaradharas, 
invariably associated with Jina images, have been carved. 

Third, and again a unique, image (42X28 in.), installed in the Temple No. 
11 is datable to the 12th century A.D. It represents sky-clad Bahubali standing in 
kayotsarga-mudr2 on a simh2sana with a dharmacakra in the centre. The most striking 
feature of the image, which makes it peculiar, is a representation of the Yaksa- 
Yaksi figures, occupying two recessed corners of the throne. [tis to be noted here 
that the Yaksa-Yaksi figures are conceived as the fasanadevatas of the Jinas, this 
being the only instance violating the convention. This case should, therefore, be 
interpreted as the sculptor’s inclination to give Bahubali a status as honourable 
as that of the Jinas. censor 

The two-armed Yaksa sitting on the right possesses a bull-face and shows the 
sbhaya-mudra with the right hand while the corresponding left bears a water-vessel. 
The two-armed Yaksi, sitting on the left, also displays the abhayamudra with the 
right while the left carries a water-vessel.t+ At the feet of Bahubali sit two 
adorers with folded hands. Bahubali with ¢rivatsa mark in the chest is 
endowed with vines clinging round his legs and arms. On his belly is carved a 
creeping snake with its top shown close to the érivatsa symbol, and two snakes and . 
two scorpions are also creeping on his legs. On each flank of Bahubalt stands a 
vidyadhari, wearing mukuta, necklaces, scarf, dhoti tied with a girdle, and holding the 
end of the climbing plant in the inner hand, while the outer hand is resting on 
thigh. Above the vidyadhari figures on each side there appears a diminutive figure 
of a standing Jina Over each shoulder of Bahubali is again sculptured a tiny figure 
of a seated Jina. The hair of Bahubali with three lateral strands hanging over each 
shoulder is disposed in spirals with a protuberance. The halo is composed of lotus 
petals with beaded border. Over his head is carved a chatra-irayt surmounted by 
a figure (lower part of body not shown) beating a drum and two drooping leaves 
delineated on the sides. A couple of flying figures, the male carrying a vase and the 
female a flywhisk, is carved at each top side. Further above there again appears 
a single poised figure with a garind on each side. | | PEG SES ss, oe 
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The author holds a firm view that during the early mediaeval period and 
onwards there was a tendency in the Digambara Jainas to raise Bahuballi’s status to 
be equal to that of the Jinas, as can be seen in many an example of that period all 
over Northern India as already discussed in the article. The above evidence of the 
depiction of Bahubali with two Jinas in the Temple No. 2, and, especially, with the 
Yaksa-Yaksi figures in the Temple No. 11 at Deogarh. also comprising almost all 
other features of the Jina images, illustrates the point all the more effectively. 
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Lata n vyapanayantibhyam khecaribhyi:n babhau munih / 
Harivanéa Purana, 11.101. 
Cf. : Vidyadharyah kadacic=ca krida-heto =upagatah / 
Vallir=ud-vestayamasur muneh sarv=angasanginih / / 

| Adipurana, vol. II, 36.183. 
Possibly because he is kevali but not Jina. 
However, it is an exception which shows a triple parasol, instead of a single 
one, surmounted by a drum-beater. Another instance of such exception is 
available in another figure, rather small, of Bahubalt from the same place. 
The Prabhasa Pataga image, Te ferred to earlier, however, is an exception, 
which shows ant-hills. 
However, an image of Bahubals from Ellora shows a single parasol. 
The Bilhari and Prabhasa Pataga examples, however, do not show this feature. 
However, a small figure of Bahubali from Bilhari does not show this feature. 
«sWhen the year was completed, Vrsabha-bannered,the Blessed One, kind to all, 
summoned Brahmi and Sundari and said: “He does not attain kevala-jnana 
because of his pride...At the speech.of you two, NOW he will abandon pride at 
once’”’...Brahmi and Sundari went to Bahubalt...they made pradakgin4 three 
times, paid homage to the great muni, Bahubalt _ Trisastisal akapuruga caritra, 
Adigvaracaritra, transl. JOHNSON, op, cit.» PP- 325-26. 
This singular instance representing the cow-faced Yaksa—conforming to the 
standard form only in face—with Bahubali probably intends to suggest the 
relation of the latter with Rsabhanatha, with whom the cow-faced Yaksa is 
traditionally associated. There is, however, no distinguishing feature, other than 
the above, about the Yaksa-Y aksi pair. Depiction of lateral strands with 
Bahubali, once again, attests the relation of Bahubalt with Rsabhanatha. 


BHARATA CAKRAVARTIN AT DEOGARH » 


Bharata occupies an exalted position among both the sects of the Jainas. His 
name was included in the list of the 63 Great Men (Salakapurusas) of the Jaina 
pantheon in the early centuries of the Christian era, or even earlier.1 Bharata, first 
of the 12 Cakravartins, was the elder son of the first Jina Rsabhanatha. He became 
Cakravartin succeeding his father and ruled from Vinita. The detailed story of the life 
of Bharata and his fight with Bahubalt and consequent renunciation is mentioned in 
“the vetambara and Digambara Jaina works of early mediaeval times? but somehow 
“Bharata did not claim prominence in sculptural representations. He was incarnated 
in plastic art in the 10th century A. D. However, the concrete representation of 
Bharata was more popular with the Digambaras. At Svetambara Jaina sites, he 
‘is represented in the narrative panels only, exhibiting scene of fierce fight between 
Bharata and Bahubali. These instances are mainly known from the Kumbharia 
( Santinatha Temple-Ilth century A. D.) and Mt. Abt ( Vimala Vasahi-12th 
century A. D.). fr 


The Jainas have always attached special significance to the act of austerity. 
It is for this reason that Bharata was invoked and held in high veneration only when 
he renounced all the material possessions and took the path of austerity and 
performed rigorous penance, consequently obtaining omniscience ( kevala-jnana ). 
As all the Tirthankaras and other Great Men performed tapas in the kayotsarga- 
-mudra, so also did Bharata. Bharata possessed navanidhis (nine treasures) and 
fourteen ratnas (Jewels). The nine treasures have the foliowing appellations: Kala, 
Mahakala, Naissarpya, Pagduka, Padma, MA4nava, Pinga, Sankha and Sarvaratna,® 
whereas the fourteen jewels comprise Cakra, Chaira (Umbrella), Asi (sword), Danda 
(staff), Mayi (gem), Carma (skin), Kakigi (cowrie), Sendpati (general), Grhapati 
(steward), elephant, horse, Séri (woman), Purohita (priest) and Engineer (or 
Carpenter). The Jaina works explicitly mention that Bharata, shone always with 
fourteen Jewels and nine treasures, attained lordship over mankind. 


After his digvijaya, Bharata asked his 98 brothers to treat him as Cakravartin, 
who all, at the advice of Rsabhanatha,renounced the world and turned ascetics Similar 
request was advanced to Bahubali, the seond son of Rsabhanatha, who, however, 
refused to accept the supremacy of Bharata. Consequently, a fierce struggle broke 
out between Bharata and Bahubalt, This battle culminated in duel in which 
Bahubals emerged as the victor. At the highest moment of triumph, the point of 
futility of worldly success came in the mind of Bahubalit, who atonce renounced 
the world and performed tapas and consequently obtained omnis cience. 

14 : | gn 
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One day when Bharata was looking in the mirror, the idea of futility of 
worldly possessions and lust for sensuous pleasure came to his mind and he atonce 
decided to quit the world in quest of kevala-jiana. When Indra (Sakra) came to 
know of this, he paid homage to Bharata who, like the Tirthankaras and other 
Great Men, plucked out all his hair in five handfuls and performed tapas and 
ultimately attained omniscience. The Mahapuraga clearly states that Bharata prior to 
renunciation was worshipped only by the kings of his country but after renunciation 
he attained lordship over three worlds and was worshipred even by the Indras.° 


In sculptures, Bharata is always portrayed as standing in the kayotsarga-mudra 
and absorbed in tapas and meditation. As he renounced all the material possessions 
before retiring to the forest for tapas, he is shown without any royal insignia and 
ornaments on his person, The figures of nine treasures and fourteen jewels, possessed 
by Bharata as Cakravartin but renounced at the time of renunciation, are also 
depicted on the pedestal and the parikara. The image of Bharata can be distinguished 
from that of the Tirthaikaras mainly on the basis of the rendering of navanidht and 
fourteen ratnas. : 


Bharata enjoyed a favoured position at Deogarh. He is represented by five 
‘sculptures at the site, which happens to be the highest number of sculptures of 
Bharata at one place. These Sculptures, measuring approximately 40’ x 20”, are 
datable between 10th andthe 11th century A.D. The figures, fashioned in buff 
sandstone, exhibit Bharata as sky-clad and standing in the kayotsarga-mudra with 
his arms reaching down to the knees. Of the five figures, two are enshrined in the 
Temple No. 2, while one is on the eastern wall of the Temple No. 1. One figure is 
also preserved on the enclosure wall of the Temple No. 12 on north. The remaining 
one figure is housed in the neighbouring Saht Jaina Museum. All the figures are 
marked with the frivaisa and the hair, in all the cases, is arranged in curls with an 
usnisa. The modelling of the figures is perfect without any sign of stiffness. The 
limbs are in perfect proportion and the faces are somewhat small. The half-shut 
eyes suggest deep meditation and inward look. 


The first figure, measuring 40” x 20’, is preserved in the neichbouri ‘ho 
Jaina Museum. It was originally enshrined in the Tample on ee ee 
the kayotsarga-mudra ona itriratha padestal with an aureola dechesiod with ; t 
petals. Over the shoulders of Bharata are shown falling hair locks | which at a i 
remind of Rsabhanatha, his father, who is the only Tirthankara to hate fi li pi i 
locks on the shoulders. Above the head there is carved a single parasol ees . es 
mutilated. At right of Bharata are carved nine vases, sym bolic of nz d ae 
vases are topped by a seated figure of two-armed Kubera, lord of nidhis, hence called 
Dhanada, holding a fruit and a purse respectively in his right and left hands, 


Further up are shown sword, staff, umbrella, cakra and cowrie, On left flank there 
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appear, three male figures sitting in Jalitasana and holding respectively a plough, a 
vajra and the abhaya-mudra. These figures may be identified with the Senapatt, the 
Grhapati and the Priest (or the Carpenter ?). The figures of horse (with a man holding 
its rein), elephant and the woman (sitting with its one hand kept near the face) 
are also depicted on the left side. Thus only eleven of the fourteen jewels have been 
shown here. The figure is assignable to the 10th century A. D. 


The second figure, incorporated in the modern enclosure wall of the Temple 
No. 12 on north, bears an inscription in Sarmvat 1095 (=A. D. 1038). The image 
measures 41”? x 16.” Bharata stands in the kayotsarga-mudra on a simple pedestal. 
The pedestal exhibits some of the fourteen jewels, such as, the sword (topside down), 
Cakra, Kakini (cowrie 2), horse (with a man holding its rein), and the woman.” At 
right extremity (from visitor’s standpoint) are carved nine vases, surmounted by a 
two-armed figure of Kubera, showing the abhaya-mudra and a purse in hands. On 
the two flanks of Bharata, there appear four tiny figures of the Jinas, standing in 
the kayotsarga-mudra. Close to the feet of Bharata, there sit two worshippers with 
folded hands. 7 


Bharata is flanked by two male attendants, standing and bearing a flywhisk, 
kept on the shoulder, in one hand while the other hand is resting on thigh. Over his 
head is a triple parasol with a prostrate figure beating a drum and two flying 
maladharas. Behind the head is a plain nimbus. The rendering of the camaradharas, 
flying maladharas, tri-chatra, bhamandala and dundubhi-vadaka, the constituent members 
of the asiapratiharyas,° an indispensable feature of the Tirthankara images, with 
Bharata at once suggests that Bharata was given an exalted position at Deogarh 
and his status was almost equalled to that of a Tirthankara. The presence of 
diminutive Jina figures, and the worshippers further reinforces the same proposition. 
These features are present also in other figures of Bharata at Deogarh. It may be 
remembered here that at Deogarh the astapratiharyas and the tiny Jina and upasaka 


figures were associated with Bahubali also. 


In two other examples, preserved in the Temple Nos. |! and 2 and datable to 
the 11th century A D., Bharata has been portrayed with Tirthankara and Bahubalt 
in tritirthike images.This further underlines the efforts made by the artists at Deogarh 
to put Bharata at par with the Tirthafikaras, who are called devadhidevas by 
Hemacandra. In case of the Temple No. 1, the simple pedestal contains a dharm- 
acakra® flanked by the horse and the elephant. At left are rendered three vases,?©° 
surmounted by sword, vajrat* and cakra. Thus only five of the fourteen jewels are 
shown here. The figure of the Temple No. 2 exhibits the identical features.?# 
However, in the present case all the nine vases are carved. Over the head of Bharata 
‘3 carved a chatra-irayi, topped by a disembodied figure beating a drum, with two 


aras » 
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The fifth and the last figure, installed in the Temple No. 2.and measuring 
27°°x15°’, is also assignable to the 11th century A. D. (Fig. 37). On the other face of 
the image is portrayed the figure of Bahubali. Bharata here stands ona carpet, 
hanging from the pedestal and bearing a two-armed male figure with one of his 
hands being in the abhaya-mudra. The figure may represent either Senapati or Grhapaiti. 
The centre of the pedestal is occupied by the dharmacakra flanked by the figures of 
horse and elephant. Close to the feet of Bharata, there sits, on left, a female figure, 
representing a jewel, with her one hand being kept near the chin. On the right 
flank of Bharata, there appear the cakra, the cowrie, the sajra and the sword. Thus in 
all only eight jewels have been carved in the present sculpture. At right extremity 
are depicted nine vases, arranged in three rows and topped by a two-armed figure 
of Kubera, bearing a purse. Over the head of Bharata is a triple parasol 
superimposed by a prostrate figure, beating a drum and joined by two maladhara 


gandharyas. 
Foot-notes 


(1) The lists of the 63 Salakapurusas or... Mahapurusas (Great Souls) include the 
24 Tirthankaras, 12 Cakravartins, 9 Baladevas, 9 Vasudevas and the 
9 Prati-Vasudevas (enemies of Vasudevas). The perfect souls and also the 
souls striving towards perfection are called Great Souls (Salakapurusas) 
by the Jainas. The earliest lists occur in the following works : Samavayanga 
Saira ( Sutra 132, 158, 207), Kalpasiira (Sutra 17) and Paumacariya 
( 5.145-57 ). | 


(2) Trisastisalakapurugacaritra of Hemacandra (c. mid 12th century A. D. ), 
Vol. I Adifoaracaritra, Ed. B. Bhattacharyya, Gaekwad’s Oriental Series- 
No. L1, Baroda. 1931, pp. 161-378; Mahapurana (Adipurana) of Jinasena 
(c. ninth century A. D-), Vol. I, Pt. II, Ed. Pt. Pannalal Jain, Jianapitha 
Martidevi Jaina Granthamala, Sanskrit Grantha No. 9, Varanasi, 1951, 
pp. 222-513. | 


(3) kalakhyasca Mahakalo Naissarpyah pagdukahavya / 
Padmamanavapingabja sarvaratnapadadikah // 
Nidhayo nava tasyasanpratitairiti namabhih / ~_ 
 Yajirayath grhavartaya nigcintobhinnidhtévarah // 
Sat 5 pest _ Mahapurana, vol. I, Pt. I, 37,73-74 
(4) Ratnani dvitayanyasya jivajivaibhagatah / pelea ee 
__kgma&tranaigvarya sambhogasadhan4ni caturdaéa |/ | ea Sin: 
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(5) 
(6) 


(7) 
(8) 
(9) 


(10) 


(11). 


(12) 


Cakratapatradandasimanayascarma kakini / 
Camtigrhapatibhafvayosittaksapurodhasah // 

Mahapurags, Vol. 1, Pt. Il, 37 83-84 

Also see, Trisastigalakapurusacaritra 1°4°708-712. 
Mahapuraga, Vol. I, Pt. Tl, 47. 396. | 
The rendering of single parasol, instead of the triple parasol as usual 
with the Tirthankaras, reminds of the fact that Bharata is kevalz? but 
not Jina. 
The two-armed woman sits in lalitasana and holds _ the abhaya-mudra and a 
water-vessel in her hands. 
The list of assapratiharyas (eight chief attendant attributes) includes: 
Agoka tree, flying maladharas, divya-dhvani (divine music), flywhisk bearing 
attendant (camara), sithhasana (lion-throne), heavenly drum-beating 
( Deva-dundubhi ), halo ( bhamandala ) and trichaira; See, Harivamisa Puraga 
3.31-38, Pratigthasarasam graha 5.82-83. | 
The rendering of the dharmacakra in the centre of the pedestal, bearing 
further testimony to the influence of the Tirthankara images, is suggestive 
of the renunciation of- Bharata and consequent attainment of 
omniscience. danah Nai ich 
Instead of nine vases, suggestive of nava-nidhi, only three vases ate carved 
here. However, the figure of Kubera is also conspicuous by its 
absence. | sa ee 
However, the vsajra is not mentioned in the conventional lkst of the 
fourteen jewels. 3 
The pedestal contains a dharmacakra flanked by. elephant and horse 
figures. Further up are carved the sword, cakra and oAjra, 


JAINA SCULPTURES OF GANESA FROM WESTERN INDIA 


Ganefa or Ganapati, described as the remover of obstacles and bestower of 
Siddhi, is invoked at the beginning of every auspicious ceremony among both the 
Brahmagas and the Jainas from the remote past. According toa Jaina work—the 
Actradinskara, Ganesa is propitiated even by the gods for obtaining desirable 
things.* The rise of the Ganapatya sect of the Brahmanas is traced to the Gupta 
period when the elephant-headed and pot-bellied divinity is depicted in art.? 


The Jainas along with a number of other deities incorporated Ganesa 
in their pantheon during the early me jiaeval period. The iconographic features 
of Brahminic Ganega is retained by the Jainds in regard to the appellation, mount 
and other distinguishing emblems. The worship of Ganesa among the Jainas began 
sometime in the 11th century A.D., evidenced by the sculptures, coming as they are 
from the Jaina Devakulikas at Osiafi (Jodhpur, Rajasthan),datable to thelith century 
A. D. However, the. earliest iconographic. reference to Ganega is found in the 
Abhidhanacintamani (of Hemacandra Stri-12th century A. D.) but the details are 
enunciated in the Acaradinakara only. It may be said here in passing that the worship 
of Ganega was more popular with the Svetambaras, which is attested to by both the 
literature and art. So far only two sculptures of Ganesa are known from the 
Digambara sites, they are carved in the Jaina caves at Udayagiri and Khagdagiri 
hills (Puri, Orissa). These figures are in the Ganesa and the Navamuni caves. The 
four-armed and elephant-headed figure of the Navamuni Cave (Khandagiri hill; 
c.1ith century A. D.) shows Ganega with the modaka-paira, a paragu, an akgamala and 
‘a flower. His masaka vahana is carved below the seat.® | 


The Abhidhanacintamani, referring to the several names of Ganega, such as 
Heramba, Gana-vighnega, Vinayaka, visualizes the elephant-headed (with one tusk 
being broken) and pot-bellied Gapesa as bearing a paragu (an axe) and riding a 
mouse.* The Acaradinakara conceives the elephant-headed (with one tusk) and pot- 
bellied Ganefa as possessing 2, 4,6, 18 or even 108 hands. However, the symbols 
of only four-armed variety have been described in the text.5 Ganega rides a magaka 
and shows the varada-mudra and a paragu in right hands while the left ones bear the 
abhaya-mudra and the modaka (sweet-meat). 


The Jaina sculptures of Ganesa from Western India are known from the 
évetambara temples at Osiaii, Narlai and Kumbharia. These sculptures are 
attributable to the 11th-12th century A.D. Barring figures from Osiafi all other 
examples are datable to the 12th century A. D. The figures of Ganega are carved 
mainly on the door-ways and the adhisthana of the temples. 
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“At Osiati Ganefa is represented by three sculptures. The elephant-headed and 
pot-bellied figures of Ganeéa are portrayed on the Jaina Devakulikas, belonging to 
the 11th century A.D. All the figures, possessing four arms, are seated in /alitasana. 
Of the three, two figures are carved on the door-sills of the Devakulikas of the 
western pair, while the third one is on the southern adhisthana of one of the 
eastern pair of Devakulikas. The door-sill figures with identical details render 
‘Ganega as bearing a Sala (spear), an aftkusa (goad), a padma and the modaka-patra 
(a cup containing sweet-meats). The trunk in both the instances is turned towards 
the modakapaira in order to get the sweet-balls. In one instance, however, Ganega 
rides over an unconventional vahana elephant. The third figure of the adhisthana, 
depicts Ganesa with slightly different attributes ( Fig. 43 ). Here he holds an 
elephant-tusk (sadanta), a0 axe, and a flower in his surviving hands. The lower 
part of the trunk is also mutilated. Ganega, wearing a naga-yajnopavita, is joined © 
by two devotees with folded hands. SeAe 

Kumbharia (Banas Kantha, Gujarat) has yielded one sculpture, carvec on the 
western adhisthana of the Neminatha Temple (1148 A.D. ). The four-armed figure 
of the elephant-headed and pot-bellied Ganesa, seated as he is in the lalita-pose on 
bhadrasana, is sheltered in a rathika (Fig. 44). Ganega rides over a misaka and 
carries an elephant-tusk, an axe, a lotus-bud and a pot (containing sweet-meats). The 
trunk, somewhat mutilated, is applied to the modaka-paira. Ganesa is-embellished 
with the karanda-mukuta, udara-bandha and naga-jajnopavita. : 

Narlai (Pali, Rajasthan) has yielded two figures, assignable to the 12th century 
A.D. Both the figures represent elephant-headed Ganeta as seated in lalitasana.Of the 
two sculptures, one is incorporated in the entrance wall of the Neminatha Temple, 
while the other is lying uncared in the compound of the Suparsvanatha Temple. 
The first figure shows the four-armed deity as bearing mudra (?),a padma,a padma and 
the modaka-patra. His misaka mount is shown on the left. The second figure renders 
Ganega as possessing two arms (Fig. 45). Surprisingly enough, Ganega here rides 
over a mesa (ram) and holds a mace and a noose respectively in his right and 
left hands. 

On the basis of the above sculptures, it is apparent that except for the 
rendering of an axe and the pot of laddukas in hands and mijsaka as vahana, the 
artists have violated the iconographic prescriptions of the Jaina works.The rendering 
of the padma, ankuga and svadanta is guided by the prescriptions of the Brah minic 
_ works,® whereio four-armed Ganesa is conceived as holding soadania, an axe, a 
lotus and the modaka ( or modaka-paira). A few later works also prescribe such 
symbols as the ankusa, naga and trigala with four-armed Ganesa.” 

Foot-notes | 
(1) ......sarvaradhanasamaye karyarambhesu mangalacare / 
mukhye labhye labhe devairapiptjyase deva // 
| = Acaradinakara : Ganapati Pratistha : 3, p. 210, 
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(2) 


3) 


(4) 
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Puri, B. N., ‘Ganesa and Ganapati Cult in India’, Jour. Indian History, 
Vol. XLVIII, Pt. II, Aug. 1970, pp. 405-413. 

The four-armed figure of Ga nega Gumpha likewise shows a flower, a parasu and 
the modaka-paira in three hands. The symbol of the remaining one hand is, 
however, not discernible. 

Herambo ganavighnesah pargupanirvinayakah / 

dvaimaturo gajasyaikadantau lambodarakhugau// 


 Abhidhanacintamagt : Devakanda Second,Verse : 207. 


(5) 


(6) 


(7) 


Tatra Ganapatermirtayah prasadasthah phjaniyah dharantyasca Vidyaganesah 


dvibhujacaturbhujasad- bhujanavabh ujastadasabhujastotta raéatbhujaripah...... 

jayajaya lambodara paraguvaradayuktapasavyahastayug/savyakaramodaksbha- 

yadharayavakavarna pitalasika//m 1s akavahanaptvarajan gha-bhujavastilambi g- 

urujathare/varanamukhaikarada varada saumya jayadeva gananatha// 
Actradinakara : Ganapati Pratistha : 1-2. 


Apardjitaprecha - 212.35-37; Maisya Puraga 260. 52-55; Agni Purana 50. 23-26; 


Rapamapdaga 5.15. See, Awasthi, Ramashraya, Khajuraho ki Deva Pratimayen 
(Hindi), Agra, 1967, p. 36. fh 





ssi} of Hindu Iconography, Calcutta, 1956, p. 358. 





SARASVATI IN JAINA SCULPTURES OF KHAJURAHO 


Sarasvati, the ancient most goddess of learning and music, enjoyed unquest- 
ionable popularity and eminence among both the sects of the Jainas from ancient 
times. She was held in high veneration among the Brahmanas and the Buddhists as 
well.* The earliest-known image of Sarasvati,procured from the Kankalit Tila,Mathura 
(now in the State Museum, Lucknow: J24; Kusana period; 132 A. D.)?, was 
prepared by the Jainas, which atonce suggests that the Jainas were the first to have 
felt the necessity of conceiving the visual form of Sarasvati. The idea which might 
have given some impetus to conceive of the visual form of Sarasvati was probably 
to show the symbolic representation of the preaching of the Tirthankaras in the form 
of a manuscript invariably held by her. It may be noted that as Srutadevata she 
presides over the preaching of the Tirthankaras.* Sarasvati, endowed with several 
other appellations, such as Srutadevata, Sarada, Bharati, Bhasa, Vak, Vak-devata, 
Vagiivari, Vagvadini, Vaoi and Brahmi, is worshipped in Jaina pantheon as the 
superintending deity of knowledge and learning. 


Sarasvati was fashioned in three varieties of form, namely, the two-armed, 
the four-armed and the multi-armed. In sculptures, as against the iconographic joi 
sometimes she is also carved with six, eight and sixteen hands. The symbols invariably 
held by Sarasvati are vig, pustaka (manuscript), lotus, rosary and the varada-or- 
abhaya-mudya, the former three being of more frequent occurrence. She rides a swan, 
occasionally replaced by a peacock. She mostly appears as seated on a lotus in 
lalitasana but sometimes stands on a lotus.4 7 








Sarasvatr was accorded a favoured position at Khajuraho. Besides the two 
images, carved on the adhisthans of the mapgdapa of the Parsvanatha Temple (950— 
70 A. D.), she is always represented on the door-lintels. However, one small figure 
is noticed above the right shoulder of the figure of Laksmi,on the south facade of the 
Pargvanatha Temple. Thus, in aggregate, Sarasvati is represented by eight figures,” 
including those carved on the door-lintels. Barring one instance, where Sarasvatt, 
against the iconographic prescriptions, possesses six arms, all other figures are four- 
armed and show almost identical symbols, though held in different order. It should 
be noted that none of the figures of Sarasvatt at Khajuraho fully corresponds 
with the available dhyanas, though the distinguishing symbols, like the manuscript, 
vig2, and lotus may be said to have been guided by the tradition. Excepting a 
solitary example; on the north adhisshana of the ParSvanatha Temple, nowhere her 
woheee swan, has been carved. Sarasvatt is represented as seated in Jalitasana in all 
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The four-armed image (31°? 25”), harboured in the rathika of the northern 
adhisihana of the Parsvanatha Temple, shows Sarasvati with rolled up lotuses in the 
upper pair of arms.The lower arms are, however,damaged. Close to her leg on the left 
is depicted her vthana, hartsa. On two sides there appear three devotees with folded 
hands. Above the head are depicted three small Jina. figures, flanked by standing 
female figures with folded hands. Another four-armed figure carved on the door- 
way of the sanctum of the ParSvanatha Temple, represents Sarasvati with a spiral 
lotus and a manuscript respectively in her right and left upper hands; while the 
lower ones are engaged in playing viga. Still another small figure of Sarasvati, 
evincing same set of symbols, is sculptured on the door-lintel of the backshrine 
(on west) of the Par{vanatha Temple. Two other figures with similar features, as 
above, are carved on the. door-lintels, one of which is incorporated, in modern 
time, in the north jagati of the Parsvanatha Temple and the other is reutilized in 
the Modern Temple No. 11. These door-lintels are datable to the 11th century A.D. 
One other figure is carved on the door-lintel of the back shrine (on west) of the 
Par‘vanatha Temple. Here Sarasvati bears a lotus and a manuscript in upper right 
and left arms, while the lower ones show the varada-mudra anda kamandalu. Still 
another figure is carved with Laksmi on the south facade of the mandapa of the 
Parsvanatha Temple. Sarasvatt here holds a lotus anda manuscript in her upper 
right and left hands, while the lower ones’show the abhaya-mudra and a matulinga. 

The six-armed figure of Sarasvatti (31 25") is sheltered in arathika of the 
south adhisthana of the Par‘vanatha Temple.’ The goddess sits on bhadrasana and 
bears a half-opened lotus and a manuscript respectively in her right and left 
upper hands; whereas middle pair of hands is engaged in playing viga. The lower 
right and left hands show respectively the varada -mudra and a kamagdalu. The vahana; 
hathsa, is conspicuous by its absence. On either flank of Sarasvati there stands, in 
tribhanga; an attendant carrying a flywhisk in the inner hand. Close to the feet of the 
zoddess sit three adorers with folded hands. Above her head, on either flank, there 
appears a small Jina figure with a couple of flying figures. Below these figures there 
appear two hovering figures. 

(1) Consult, Tiwari; Maruti Nandan Prasad, ‘Saraswati in Indian Iconography’, 
-... Bhavans Journal, Vul. XIX; No. 1; Annual Number, Aug. 6; 1972; pp. 150-59. | 
(2) Bajpai; K. D., ‘Jain Image of Saraswati in the Lucknow Museum’; Jaina 
_ Antiquary, Vol. XI, No. II, Jan. 1946, pp. 1—4. : 7 | 

(3 ) Consult, Jain, Jyoti Prasad, ‘Genesis of Jaina Literature and the Sarasvati 
‘Movement, Bulletin of Museums and Archaeology in U. P. ( Lucknow ), No. 9. 

~ June 1972, pp 30-33. sia ithe | ee 
(4) For details consult, Shah, U. P., ‘Iconography of. the Jain:Goddess Sarasvatt” 

Jour. University of Bombay, Vol. X. ( New Series ), Pt. 1-2, Sep tember 1941, 

pp. 195-217. ~* 








IMAGE OF RAMA AND SITA ON THE PARSVANATHA TEMPLE, __. 
| KHAJURAHO 7 


An exquisitely carved image of Rama and Sita (2 ft. 10 in. high) on the 
northern facade of the magdapa of the Par{vanatha Temple will be discussed here. 
The figures of Rama and Sita, carved in the lower relief, represent them as 
standing on a bracket in tribhange (Fig.46).Rama is depicted as possessing four arms. 
A long arrow is held diagonally downwards with its rear in his upper right and 
the head in the lower left. Klaus Bruhn mistaking the arrow for a sakéi has wrongly 
‘dentified the image with Kumara*. It seems that he has somehow overlooked the 
short-statured figure of monkey-faced Hanumana, 4 staunch devotee of Rama, On 
the right. The lower right arm of Rama is placed over the head of Hanumana in 
palita-mudra with four of its fingers folded. His upper left arm is engaged in 
etnbracing ( alingana-mudra ) Sita, ‘standing to left. Rama is provided with 
quiver (¢igira) on his right shoulder. Rama is decked with trita-mukute, ear-pen- 
dants, two necklaces, chhannavira, armlets, beaded bracelets, girdle consisting of an 
ornate belt with a central clasp worn on the waist, a long hanging garland rf saching 
up to the knees, and a short dhoti extending up to a little above the knees. 

The two-armed Sita bears @ rolled lotus (ntlotpala) in her left arm while her 
right arm is placed on the right shoulder of Rama in alingana-mudra. Sita wearing 
an ornamented coiffure anda sart; extending up toa little above the ankles, is 
bejewelled in ear-rings,two necklaces, one consisting of square pendants held together 
by a beaded string and the other consisting of two rows of beaded strings, a single 
beaded string, dangling downwards between the breasts, anda girdle of similar 
elaboration. The left arm of the two-armed Hanumana is raised to touch the fingers 
of Rama while his right arm is folded. He wears a simple head gear, necklace, 
bracelets and a kaupina. The image is perfect in modelling and ¢ ecution with every 
detail carved elaborately. 

It is well-known that the story of Rama was popular with the Jainas also. This 
is evidenced by a number of Jaina works which treat of the Rama story, in detail, 
from the early centuries down to the 17th century AD. Some of them are as follows: 
the Paumacariyam of Vimalasari (close of the 3rd century AD), Vasudeoahind? of 
Sanghadasa (not later than 609 A.D.), Padmapuraga of Ravisega (678 A. D), 
Uitarapurana of Gunabhadra (9th century A. D. ), Mahapurana of Puspadanta 
(965 A.D.), Trisastisalakapurusacart tra of Hemacandra (12th century A. D.).2 From 
the study of the Jaina works dealing with the Rama story,it is obvious that excepting 
the number of queens of Rama and Laksmana, the killing of Ravana by Laksmana 
and the Jinistic conclusion, the Jaina version of Rama story is basically the same 
as found in the .Brabminie works by Valmikt and others. 
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The Pargvanatha Temple also shelters a frieze showing scene from Ramakatha. 
It is depicted on the southern facade, near the Sikhara. In the scene Sita, after 
having been abducted by Ravana, has been portrayed as sitting under the shade of 
a tree at Agoka vatika in Lanka.The monkey-faced Hanumana surrounded by demons 
with swords, is also shown, imparting the message of Rama and his ring to Sita. The 
depiction again rests on the stren sth of the Jaina works, like Paum acariyam® and 
Uttarapuraga. | = 





(1). Bruhn, Klaus, ‘The Figure of the two Lower Reliefs on the Pargvanatha 

..» Temple at. Khajuraho’, Acarya Sri. Vijayavallabhasart Commemoration Volume, 

1956, Eng. Sect., p. 18, x 5a. ; 
Yonsult, Acarya Vimalastiri’s Paumacariyam, Pt. I, Ed. H. Jacobi, Prakrit 
Text Society Series No. 6, Varanasi, 1962, Introduction, pp. 1-3. 

@), Wid., 53.11. “g 


JAINA SCULPTURES AT KUMBHARIA 


Kumbharia (Banas Kantha,Gujarat), a prolific Svetambara Jaina site,has yielded 
an immense amount of iconic data. The site has undoubtedly been one of the richest 
centres of Jaina religious art in India. Kumbharia is well known for magnificent 
Svetambara Jaina temples,numbering five and ranging in date between lith and 13th 
century. A.D. The temples, lying within a long boundary wall, are dedicated to 
Santinatha, Neminatha, Parfvanatha, Mahavira and Sambhavanatha. | 

The Santinatha temple, constructed in the latter half of the 11th century A.D., 
preserves an inscription of Sarvat 1110 (1054 A.D.)inscribed on the throne of a Jina 
image, installed in the Cell No, 9.2 On the exteriors of the milaprasada, there are 
three Jina figures, each seated on a simple pedestal without the usual cortége of 
symbols. Near the sikhara on two sides, are carved the figures of Cakresvart and 
Ambika (2-armed,and surprisingly bearing a sword with an amralumbi in right hand 
and a child in the left) Ya.jis.2 The door-way of the gidhamandapa is adorned 
with the figures of Mahamanast, Mahakali, Acchupta, Vairoty4, Nirvani, Sarasvati, 
Vajragrikhala and Purusadatta.The pillars of the trikamandapa and the rangamagdapa 
are decorated with the figures of Rohint, Vajrasrikhala, Cakrefvari, Sarasvatt, 
Vairotya, Acchupta,Manasi (with thunderbolts in two upper hands),ané unidentified 
goddess (with a trident and a snake in two upper hands and the varada-mudra and 
a fruit in the lower ones). The form of the last goddess appears to have been 
influenced by Brahminic Siva. The door-sill of the gitdhamandapa contains the figures 
of four-armed Sarvanubhati and two-armed Ambika. The first ceiling of the 
trikamandapa shows in its four corners, the figures of Brahmaganti, Ksetrapala, Agni 
(Dikpala) and Sarvanubhtti. The adjoining ceiling of the irikamagdapa exhibits the 
figures of four most favoured Jaina goddesses, namely, Cakregvari, Sarasvati 
Rohini and Vairotya riding respectively on garuda, Swan, COW and snake. On 
two sides of the staircases there are also depicted figures of Brahmaganti (bearded, 
bearing padma and chatra padma in two upper hands with elephant as mount) and 
Sarvanubhtti (carrying a fruit, a goad, a noose and a fruit in hands and riding an 
elephant) Yaksas. 

The sixteen cells, carved all along the corridor on three sides, contain the 
seated Jina figures, each with a goddess (either carrying lotuses or lotus and pustaka 
in two upper hands) in the middle of the throne, and Sarvanubhtti Yaksa (with a 
goad, a noose, some mudra, anda purse in hands and elephant as vthana) and 
Ambika Yaksi (2-armed and 4-armed; invariably evincing amralumbi and child, 
seated in lap, in two hands-with lion as mount), in two recessed corners of the 
throne, The Jina figures are flanked either by two standing camaradharas or by two 
standing Jinas; the latter generally being shaded by snake canopy. The figures of 
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the malanayakas are lost in all the cases. Two Jina figures, installed respectively in the 
Cell Nos. 1 and 7, are identified with éantinatha on the strength of the pedestal 
inscriptions . In the sanctum is installed a small image of Santinatha. In a small 
cell on east-south corner is carved a huge Samavasaraga (congregation hall where 
every Jina delivers his first discourse after obtaining ommiscience) of some Jina 
with three successive fortification walls and the figures of doarapalas, animals and 
human beings. The Samapasaraga is inscribed in Sathvat 1266 (1210 A. D.). 


important of all the representations are the bay-ceilings, attached 
to the rangamagdapa on east and west, which contain, besides other significant figures, 
the representations of the events in the lives of different Jinas. These ceilings 
represent the pajica-kal yagakas (chyavana, diksn, jiana, nirotga) from the lives of 
Rsabhan&tha (together with thescene of fight between Bharata and Bahubali,and also 
the figures of his Gomukha Yakga and Cakreévari Yaksi), Neminatha (with aks? 
Ambika, Fig. 16),Mahavira (with the figures of his Yaksa and Yaks3),and Santinatha 
(with a scene from his previous life as king Meghan alin when he offered his flesh 
to save the life of a pigeon) on west; and Parsvanatha (In the middle are shown, in 
two rows, twenty-four pairs of seated male and female, the latter supporting a child, 
seated in lap. These pairs undoubtedly represent the respective parents of the twenty- 
four Jinas) on east, Another ceiling on the east shows, in the middle, a seated figure 
of Suparévanatha with five-hooded snake-'canopy overhead and the figures of 
Sixteen Mahasidyas all around. (Fig. 42)... ..- | 








The second temple, dedicated to Mahavira, is also a late 11th century A.D. 
construction’. It also contains the 16 devakulikas om three sides of the corridor. 
The Jina images(with the figures of the malanayakas now lost in all the cases and the 
inscriptions on the pedestals ranging in date between A. D. 1083 and 1129) installed 
in the cells show similar details as noticed in case of the Santinatha Temple. 
Here Yaks Ambika is sometimes represented as carrying a fruit in place of an amra- 
lumbi.It may be noted here that with Parfvanatha and Suparévanatha also the Yakga- 
Vaksi figures are those of Sarvanubhati and Ambik4, in place of the traditional 
ones. A stone plaque, lying near the western access to the shrine,shows the respective 
mothers of the twenty-four Jinas. Each seated female figure supports a child with 
her left hand and bears a fruit in the right. Another similar representation of late 
12th century A.D. is lying near the entrance to the temple on north. It is important 
to note that the name of the respective mothers of all the Jinas are also inscribed 
here. The Mahavira image installed in the sanctum has only lateral jambs in 
original, and the figure of the milanayaka and the throne are of subsequent date. 


‘The figures carved in the aisle-ceiling on east represent Laksms, Sarasvatt, 
Sarvanubhati, Ambika and Vajrankusa. The entrance-door of the gidhamagdapa 
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Temple. The two niches of the trikamagdapa harbour thrones of the Jina images 
with Yaksa-Yaksi figures. Of the two, one bears an inscription in Sarnvat 1148 (A.D. 
1092). The figures of the milandyakas are lost in both the cases. 

An important representation, carved on a plaque and incised in V.S. 1338 
(A.D. 1282), lies near the entrance on north. It refers to the story of Sakunikavihara, 





an incident from the life of Jina Munisuvrata. However, the story of the Afsavabodha 
{n the life of the same Jina, everywhere else represented together with the story of 
the Sekunikavihara, is carved in the present instance on the south wall of the 
milaprasada of the Neminatha Temple. However, the other replicas of two such 
representations come from the Lana Vasahi (Cell No. 19) at Mt. Abt and the 
Parfévanatha Temple at Jalor. The other significant representations at the site include 
‘a big Samavasarana carved in a small shrine on east, anda beautiful toraga (V.S. 
1223-A.D. 1167). The toraga is embellished with the small figures of the goddesses. 
The rendering of the five chief auspicious events in the lives of the Jinas,namely, 
Rsabhanatha (with the figures of Brahmaganti Yaksa-bearded and holding the 
varada, a lotus, a manuscript, and a water-pot with swan as vehicle; Ambika, Gomu- 
kha,Sarasvati Vairotya,Lak smi,and Cakreévari-labelled as Vaisnavi Devi and carrying 
a mace and a lotus in two upper hands and aconch in the lower left), Mahavira 
(with the scenes of upasargas caused by demons during the course of his tapas and 
meditation), Neminatha (with two-atmed Ambika carved above the Samavasaraga) 
$sntinatha and Parfvanatha (with the scene of upasar gas caused by Kamatha and 
also the figures of Dharanendra and Padmavatt) are carved in the bhramika ceilings 
on west ( Figs. 6, 11, 21). There also occurs the representation of the respective 
parents of all the 24 Jinas with their names in one of the ceilings. The present 
representation is identical with the instance noticed in the Santinatha Temple. 


The third temple, of Parévanatha, was coustructed in the 11th-12th century 
A.D4A beautiful toraga, lying near the entrance to the shrine on west,is embellished 
with the figures of the Jaina goddesses, among which rendering of some (one with 
lotus and trident in the upper hands, and the other with trident and snake in two 
upper hands and bull as othana) are not guided by any of the available iconographic 
injunctions. The goddesses may, however, be Jaina adoptions of Brabn inic Siva. 
The two ornamental niches of the trikamagdapa harboured two Jina figures, now 
lost. The throne of the left-hand Jina figure is inscribed in V. S. 1216 (1160 A. D.). 
The Yaksa-Y aksi figures in both the cases are sat yanubhtti and Ambika. Among the 
goddesses, carved on the pillars of the rangamagdapa and the mendapa,mention may 
be made particularly of Sarvastra Mahajvala (with joala-patra in two upperhands) 
and two unidentified goddesses (one with noose and goad; and the other with sala 
and goad in two upper hands). On the facade of the malaprasada are portrayed the 
figures of Cakresvari_ (bearing the varada, a mace, a disc, a conch with garuda as 
vahana), an unidentified goddess (carrying the varada, a trident, a snake, a fruit 
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with bull as mount) and Sarasvati Seteiinss the varada, a sruk, a nianustript; a frit 
with swan as tonveyance). 


The colossal images of Ajitanatha (with Flr cognizance) and Si ntineine, 
both bearing inscriptions dated in V.S. 1176 (=1120 A.D.) and standing in kayotsar- 
ga-mudra, are installed in the eitdhamagdapa. On the lateral jambs of both the Jina 
images’ are carved miniature figures of the goddesses. Another huge image of 
Parévanatha with seven-hooded cobra forming a canopy overhead is also enshrined 
in the cadhamagdapa. The figure of the milantyaka is new, nevertheless the throne 
and the partkara are old. It is surprising to note that the Sarvanubhati Yaksa and 
Ambika Yaksi have also been provided with a snake canopy for associating them 
with Parsvanatha. The malanajaka in the Jina image,installed in the sanctum, is new. 





There are 24 cells, including a niche, on three sides of the bhramika. Each cell 
contained a Jina figure, exhibiting identical details as noticed earlier. Some of the 
cells are, however, empty now. The earliest inscription of V.S. 1104 (1048 A.D.) was 
noticed by the author on the throne of a Jina image, installed in a niche on the east. 
Other inscriptions on the thrones of the Jina figures range in date between V.S. 1236 
and 1259 (1180-1203 A.D.). The Cell Nos. 5 and 20, dedicated respectively to Suma- 
tinatha (1203 A.D.) and Suvratasvami (1189) show, on beautifully carved entrance- 
doors, pillars and the ceilings, the figures of.several goddesses. On the facade of 
these cells are carved the figures of Varuna, Nir Indra and ifana Dikpalas and 
Cakregvari and Vajrankufa Mahavidyas::: 


The fourth temple of Neminatha, Soi re to the 12th century A. D., is the 
largest of all the Jaina temples at Kumbharia®. The outer walls of the mitlaprasada 
contain niched figures of the four-armed standing Dikpalas and goddesses. The. 
goddesses represented on the facade may be identified with Vairotya (snake vahana), 
Acchupta (horse sthana), Vajragrakhala (a long chain in two upper hands with 
padmasana), Cakregvart (garuda mount), Manavi (12th Vidyadevi-showing leaves of 
some tree in two upper hands),Sarvastra Mahajvala (with joala-patra and sruk in two 
upper Seg pa lion mount), Sarasvati (carrying sruk and manuscript in 
two upper hands, jata-mukuta), Vajrankuga- (elephant oahana), Purusadatta (with 
shield and sword in two hands and buffalo as vehicle), Kali (varada, mace, long- 
stalked lotus in three hands with kamalasana),Mahakali (with thunderbolt and shania 
in two upper hands and’ male as vahana), Gauri (long-stalked lotuses in two upper 
hands, and probably an alligator as sthana), Purusadatta (? thunderbolt and stick 
in two upper hands, and buffalo orram as vahana), and a goddess with noose in 
two upper hands, 


The principal niches on three sides of the facade were provided with the Jina 
imag es, of which only throne and parikara are exatnt now. The niched figures of the 
_adhigthana, tepresenting four-armed seated divinities, include Laksmr (5 figures), 


Vajraspakhala (2 figs.), a goddess (?) with goad and noose in two upper hands, 
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Sarasvatt (2 figs.),Rohigi,a goidess (?) wearing jatamukuta with trident and snake in, 
twe upper hands, Cakresvart (4 figs., sometimes wearing kiri#a-mukuta), a goddess (?) 
with long purse in two upper hands, Ganesa (solitary instance at Kumbharia, 
4-armed, elephant-headed, pot-bellied and riding a misaka), Vajrankusa ( 2 figs.) and 
a goddess (7) with varada, a long-stalked lotus and a noose in three surviving hands. 
It may be noted here that an erotic sculpture is also carved in the panel on, 
north adhisihana. The scene shows a female with two males engaged in the act of. 
sexual intercourse. 
In the sidhamagdapa on west is installed a stone plaque, inscribed in sampat 
1310 (=1254 A.D.) and representing 172 seated Jinas which numerically inclade the 
Jinas of the past and future ages together with the present age, avasarpini. Two 
other images of 1158 A.D. representing respectively Parévanatha and Supargvan3tha 
are preserved in the giidhamagdapa. Both the Jinas are accompanied by Sarvanubhtti 
Yaksa and Ambika Yaksi.The other two images of Rsabhanatha, inscribed in Sathoat 
1314 (=1258 A.D.) and installed in the gudhamandapa, show Sarvanubhiti as Yaksa 
and Cakregvari as Yaksi. The colossal image of Neminatha enshrined in the sanctum 
appears to be of later date. — | | 
The door-way and the pillars of the. rangamandapa and the trikamapdapa are 
decorated with the figures of Jaina goddesses. On east wall of the mandapa, above 
the niche, is carved the figure of four-armed Gajalaksmi or Mahalaksmi, sitting 
cross-legged on padmasana with a row of nine vases ( nava-nidhis ) carved below and 
two elephants lustrating her at the top. In one of the niches of the trikamagdapa is 
sheltered a plaque, inscribed in Saravat 1322 ( = 1266 A.D.) and representing the 
Nandtévara dvipa. The four groups of Jina figures with 13 Jinas in each are carved 
on the four sides of central concentric band. However, two other repr esentations 
of the Nandtévara dvipa were noticed by the author at Sadri and Ranakpur temples 
in Rajasthan. | 5 
A few figures of Jaina deities are also carved on the east and west exterior walls 
of the Devakulikas. The figures on the eastern wall comprise Laksm!, Indra, 
Vajragrnkhala; and those on the west include Dikpala Varuna, Mahakali, Padmavati 
(carrying a lotus-bud, a noose, a goad, anda fruit, and riding a kukkuta-sarpa), 
Kalt, Dikpala Nirrti, Padmavati ( with saradaksa, a goad, a noose, anda fruit in 
four hands. She rides a kukkuta-sarpa. She has been p rovided with five-hooded cobra 
overhead ), Sarasvatt ( showing varadaksa, a spiral lotus, a vig2, a manuscript and 
ridiag a peacock ), Santidevt (25 figs.), and a goddess ( with varada, a goad, a noose, 
and a fruit: and vahana elephant. She is perhaps Vajraikusa ). + 
The fifth temple, dedicated to Sambhavanatha, is of 13th century A. D. The 
figures on the facades—starting from east—-show Vajrankuéa ( 2 figs. ), Mahakalt, 
Rohins, Cakre{vart, an unidentified goddess (may be Gandhari carrying varada, a 
16 
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mace, a thunderbolt, and a fruit) and Sarasvati. The niched figures of the goddesses: 
carved on the basement of the temple show, from east to west, Vajrankusa, : 
Sarvastra-Mahajvala ( bearing joala-paira in two upper hands with mega as vahana ), 
Cakregvari ( kiritamukuta) and a goddess (seemingly female counterpart of 
Sarvanubhati Yaksa-holding varada, a purse, and a goad in three ‘surviving hands).° 
Two 15th century figures of Parfvanatha with seven-headed cobra overhead are 
installed in the gadhamaygdapa. The Jina figure in the sanctum is of subsequent date. © 
We would like to make certain observations at this point.The representation of 
all the Yaksa-Yaksi figures either independently or with their respective Jinas was, 
however, not popular at Kumbharia. Barring a few instances of Rsabhanatha and 
Parsvanatha images, accompanied by the traditional Yaksa-Yaksi figures, all other 
Jinas are accompanied by Sarvanubhiti Yaksa and Ambika Yaksi, who undoubtedly 
enjoyed the highest position in the group of the 24-Yaksa-Yaksi pairs at the site. 
The popularity of the afore-said Yaksa-Yaksi pair is further evidenced by their 
frequent occurrence on the door-silis, pillars, ceilings and the walls of all the temples. 
However, this has not been the case with the Jina images of Central India, especially 
from Madhya Pradesh and Uttara Pradesh. It is also surprising that the artists have” 
generally omitted the representation of the ‘respective cognizances of the Jinas and, 
instead, preferred to mention the names of the Jinas in the throne inscriptions. 
The representations of the two elephants, a four-armed goddess ( fantidevi-carrying 
either lotuses or lotus and manuscript in two upper hands ) ‘and two deer, flanking 
and facing the dharmacakra, on the throne of the Jina images are also confiried 
to the Jina images from Western India. Besides Sarvanubhiti and Ambika, we come: 
across a few sculptures of Gomukha, Brahmaéanti and Dharanendra Yaksas; and’ 
Cakregvari, Nirvani and Padmavatt Yaksis at the site. However, the Sixteen 
Mahavidyas enjoyed the most favoured position at Kumbharia. Of the 
Sixteen, Rohini, Cakreévart, Vajrankuga, Vajragrikbala, Mahakali, Acchupta, 
Vairotya, Mahamanasi and Sarvastra Mahajvala were the most favoured ones. 
Besides, Santidevi, Sarasvatt, Mahalaksmi and an unidentified goddess with 
a trident and a snake ( perhaps Siva * represented by a large number of. 
figures, also occupy significant positions. Besides the goddesses, the Asta-dikpalas, . 
Ganesa, mothers and the parents of the twenty-four Jinas were also given due 
importance at the site.The representation of narratives from the lives of the different: 
aby "witn 1 te Digueta se easel ee 
to note that the details in these narrarives full ; ey fae a a " aie 
wo note that the details in these narrarives fully correspond with the details found in. 
—— orks.Regarding the iconography of different deities at the site, 
othe ming artists’ innovations, it may be said that the vahanas and. 
ng s pmbols, culiar to a particular deity, are shown in conformity. 
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Foot-notes 


q os a tH , 
Lieve L jy 
ij= LJ bot iy i, L ] a 


aay 


(1) According to Kantilal F. Sompura, ‘‘the earliest four inscriptions on the 
pedestals of the images are dated V. S, 1133 (1077 A. D.) This can sefely be 
regarded asthe date of the temple.” See, The S tructural Temples of Gujarat, 
Ahmedabad, 1968, p. 129. However, the present author has noticed even 
an earlier inscription in Saeat 1110 (1054 A. D.) in the Cell No. 9. 

(2) The present image evincing a departure from the known instances of Ambika 
seems to have been guided by an early text on Jaina iconography, the 
Caturvitnsatika, (of Bappabhattistri). In the text, the two-armed Ambika is 
conceived as riding a lion and bearing a sword and a child in two hands. See, 
Caturvimsatika 96°24. 

(3) The temple is securely dated by an inscription on the pedestal belonging to 
the original principal image in the sanctum, which refers to the rendering of 
the image of ‘Tirthadhipa’ at Araso4 in V.S. 1118 (A. D. 1062). See, Sompura, 
Kantilal F., op. cit., p- 127. 

est inscription on the pedestal of one of the images in the Parsvanatha 


(4) The earli 
Temple at Kumbharia is dated jn the year V. S. 1161 (1105 A. D. ). See, 


Sompura, Kantilal F., op- cit., p» 139. 

(5) The earliest inscription on the pedestal of one of the images of this temple is 
dated V. S. 1191 (1135 A.D.). But it seems that the temple was erected during 
the reign of Kumarapala, as indicated by the inscription dated V.S. 1204 
(1148 A. D.), found in its compound. See. Sompura, Kantilal F.5- op. <tt., 
p. 159 and foot-note No. 179/2. 7 = 
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Fig. 1 Jina, Lohanipur ( Bihar ), Fig. 3 Rishabhanatha, Orai ( U. P.), ¢. 
c. third cent. B. C. 10th-11th cent. 





Fig. 2 Ayagapata, Mathura, c. first cent. 





Fic. 6 Rishabhanatha-Narratives, Mahavira Temple, Kumbharia ( Gujarat ), 11th cent. 
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Fig. 24 Gomukha, Hathma (Rajasthan), 
c. 10th cent. 






Fig. 25 Cakreshvari, Mathura, 
10th cent. 
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Fig. 31 Padmavati, Shahdol ( M, P.) 
11th cent. 





Fig. 32 Door-lintel, Khajuraho, llth cent. 








Fig. 33 Rishabhanatha and Ambika, Khandagiri (Orissa), ©. 10th-lith cent, 


Fig. 34 Parshvanatha and Mahavira 
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Fig, 35 Tritirthi Image, Temple 1, Deogarh, 
llth cent. 
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Fig, 37 Bharata, Temple 2, 
Deogarh, 11th cent, 


Fig. 36 Caumukhi Jinalaya, Indor ( M.P. ); 
1lth cent. 
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llth cent. 
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Fig. 44 Ganesha, Neminatha 
Temple, Kumbharia, 
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Fig. 45 Ganesha, Suparshvanatha 
Temple, Narlai (Rajasthan), 
12th cent. 
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Fig. 46 Rama-Sita, Parshv anthag 
Khajuraho, c. 954. VA 
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